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PREFACE 


S TUDENTS of Art have already been familiarized with the paintings of Ajama, first 
through the excellent copies made by Major R. Gill in earlier days (1844-63 ) T and again 
through those executed by Mr. John Griffiths and Lady Herringham more recently, and 
published in splendid volumes—by the former in The Paintings in the Buddhist Cave Temples 
of Ajanta t and by the latter in The Ajanta Frescoes* These copies have proved of inestimable 
value in giving the wortd a general idea of the paintings, and, being accompanied by most 
carefully written essays on the history and artistic import of the frescoes, these admirable 
volumes will long be studied with advantage by every one interested in Indian Art. 

Notwithstanding their merits, these copies have not fully satisfied the connoisseur. For one 
thing the leanings and characteristics of the copyist have crept into them, and for another the 
technique of the original frescoes has been found too vigorous to be reproduced faithfully 
in a less pronounced medium. On the latter point the opinion of Lady Herringham, who 
spent several years in copying the frescoes on the spot, is decisive. She writes: Tn reality the 
technique of (he original work is so sure and perfect that none of us were good enough exe¬ 
cutants to repeat it,' and further: 'Most of it has a kind of emphatic, passionate force, a marked 
technical skill, very diflicult to suggest in copies done in a slighter medium. 

The Government of His Exalted Highness the Nizam, in whose dominions Ajtnta is situated, 
have evinced no small solicitude to procure faithful copies of the frescoes, and in 1915, shortly 
after the creation of the Archaeological Department at Hyderabad, they were pleased to 
appoint an artist, Mr, Syed Ahmad, who had received his training under Lady Herringham, 
to copy the frescoes with greater fidelity to die originals. Mr. Syed Ahmad's efforts in this 
respect have been crowned with a fair amount of success, for his copies as regards tone are 
distinct!v superior to those made by previous artists. Art enthusiasts, however, have con¬ 
tinued to crave for absolutely faithful copies, which they suggest -ire possible only by a 
mechanical process, such as colour photography, a method which has made great progress 
in recent times. 

The proposal for the reproduction of the frescoes by colour photography, although most 
welcome to His Exalted Highness's Government, at first appeared impracticable, for through 
the neglect of centuries moisture and dirt had formed a crust over die paintings, which it was 
difficult to remove owing to the varnish which some archaeologists and artists had laid on the 
paintings with the idea of brightening their detail and safeguarding them from climatic 
effects, 'These injudicious measures, although undertaken with good intentions, have, in the 
course of a quarter of a century, not only made the fine brush work of the frescoes mure indis¬ 
tinct, but have in some cases, where the varnish was of a bad quality (copal) and where the 
dirt had not been removed beforehand from the fresco, converted the entire painting into 

1 Jja*£& Frtit&tfy pp. 17—1S. 
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a dingy smear. Thanks, however, to the generosity of His Exalted Highness the Nizam, 
and to the genuine interest and courteous help of the late Lord Cumin, Sir Rcnnell Rodd, 
the Ambassador ol His Britannic Majesty in Rome, secured two expert rtftiwraftars % Pro¬ 
fessor Lorenzo Cecconi and Count Ondni, to dean the frescoes from the dotted mass of 
varnish and dirt which had in some eases affected even the colours beneath. The Italian 
experts worked at Ajanta for two seasons (1920-1 and 1921-2), and their efforts in dcaning 
the frescoes proved eminently successful, except in a few places in Caves XVI and XV 11 , 
where the varnish had penetrated into the colours and any attempt to remove it resulted in 
total obliteration of the colours themselves. 

After the cleaning of the frescoes so far as was practicable, the next step was to bring out 
to Ajanta :m expert in colour photography* In the beginning Mr. O. II. Browne, of the 
Hyderabad Electricity Department, kindly made some experiments; but later the services 
of Mr, E. L. \ asev, a British expert, were recommended by Sir John Marshall and Sir Aurel 
Stein, who, it may be added parenthetically, have advised the Archaeological Department 
ot Hyderabad most willingly at every stage of this scheme. The recommendation was readily 
accepted by Hi; Exalted Highness's Government, and Mr. Vascy was engaged fur five 
months, during which time lie photographed nearly all the frescoes which have survived the 
ravages of time and have recently been thoroughly conserved. 

The negatives prepared by Mr. Vasey form the basis of the plates incorporated in the 
present publication. 1 he colour-plates have been made and printed by the well-known firm of 
Messrs. Henry Stone 6 c Son, Ltd., of Banbury and London, while the monochrome plates 
have been reprodneed by die Oxford University Press under the able direction of Mr. John 
Johnson. The selection of colour subjects has been limited bv the requirements of their being 
distinct in the originals, but the monochrome plates include almost every painting which 
survives on the rock-walls of Ajanta; and in a few cases, where even the design had been found 
too tar obliterated for reproduction by photography, Mr. Syed Ahmad, our artist, has traced 
it, to the best of his vision and skill, and his copies arc included in the Plates. For purposes 
of detail some subjects reproduced in colour have been repeated on a larger scale in mono¬ 
chrome, tor some authorities consider that the black and white reproductions give a better 
idea of the original drawing ot the frescoes. The work will comprise four parts: the first part, 
now issued, deals with the frescoes in Cave 1 only. 

It must also be added that reproduction of the frescoes by colour photography, highly 
costly and difficult as the undertaking was, would never have been accomplished but for the 
judicious and able handling of the scheme by Sir Akbar Hydari (Nawab Hydar Nawaz 
Jung Bahadur),first in his capacity as Secretary to His Exalted Highness’s Government in the 
Archaeological Department and later as Finance Member. Sir Akbar Hydari's love for 
Ajanta has become almost proverbial, and his name will long be associated with the work 
carried out there during the last decade and a half. It is only tight to mention in this 
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connexion also the name of Nawab Akbar Tar Jung Bahadur, the distinguished successor to 
Sir Akbar Hydari as Secretary to the Government in the Archaeological Department, who has 
displayed a keen interest in this scheme and has supported it warmly throughout. 

As the publication of the Plates would have been incomplete without an explanatory 
account of the frescoes, 1 have ventured to describe them; but not in the spirit of 3n expert 
in Buddhist lore or as an adept in the technicalities of Art. My acquaintance with them, as 
Director of Archaeology, Hyderabad, however, is deep and intimate, since I have had to watch 
and study them unremittingly. The reader, it is hoped, will find the Introductory Essay, 
written by Mr. Laurence Btnyon, than whom there is perhaps no greater authority on the 
art of the East at the present rime, of extraordinary value and interest in appreciating the 
merits of these marvellous frescoes. 

The correction of proofs, on account of the distance between A jama and Banbury, has 
occupied a long time, but the assistance of Mr. Sycd Ahmad and the expert knowledge of 
Mr. J, A. Milne, C.B.E., have proved most useful, so that difficulties which appeared to be 
insurmountable in the beginning have been successfully overcome. 

Lastly, my deepest gratitude is due to my esteemed friends, Mr. C. E, A. IV. Oldham, 
C.S.L, and Dr. L. D. Barnett, for reading through the proofs of the Explanatory Text 
and for making many valuable suggestions. 

G. YAZDANI 

Hvohia*a&, Deccan 
ttiMiiy, 1930 
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INTRODUCTION 

W HEN first 1 was honoured by the invitation to write these introductory words, my 
impulse was to decline. Tor 1 have never seen Ajanta. Great as has been inv desire 
for many years to visit those famous cave-temples, with their frescoes and their sculptures, 
fortune has denied me the opportunity. How, then, could I be justified in attempting to write 
an introduction to such an important work as this r 

But, though I urged all the reasons that a natural diffidence prompted, Mr. Yazdani persistrd 
in lus request. Idle invitation was expressed in such gracious term® that refusal became 
impossible. It was true that I had never seen the originals of the paintings here reproduced 
for the first time in colours by photography: but it was also true that I bad given many years 
of study to Asiatic painting in general; and as these frescoes arc not only of supreme interest in 
themselves, but are of capital importance in their relation lo the whole body of Buddhist 
painting in all the countries of Asia, I have tried on this account to justify my acceptance of 
the task, 

I 

The longer one studies the art of the world, the more one prizes;, the more one returns to— 
or so at least is my experience—the art which, whether ostensibly religious or not, expresses 
or is impregnated with the life of die spirit. A landscape, a group of figures, a painting of 
flower or tree or animal, may serve for such expression, may move us more deeply than pictures 
or statues which profess to communicate great ideas. None the less, as we look back over the 
world's art, are we not longest held and most surely satisfied by those forms which the imagina¬ 
tion of a race has assembled to embody the drama of human destiny, the agonies and triumphs 
of the human &oul, and to which the genius of great artists has given embodiment? In such 
images, such far-descended shapes of myth and symbol, creative design discovers a stimulus 
and scope far transcending the private reactions of a single mind. 

Of such is the art of Ajanta, And I rejoice, as will all lovers of art, that this publication 
lias been made possible by the enlightened munificence of Ilis Exalted Highness the Nizam. 
For though the previous sets of copies had admirable qualities of their own, they were 
necessarily translations. After studying the plates of this volume, I sec A junta with new eyes. 

Let us first consider the general effect of the paintings. (1 am obliged to write of die 
impression made by the reproductions; no doubt this impression would be enriched and 
intensified by sight of the originals.) The interior of the vifttira to which the present volume 
is devoted, m we see it in Plate IV, shows vis the disposition of the paintings on the walls and 
the ceiling, and reveals also the injury of Time and such defacement as has been caused by 
hands of men. All the lower portions of the frescoes have perished. 

One of the latest writers on Indian painting, M. Ivan Stchoukine, though his book' is not 
directly concerned with ancient art, has some illuminating pages on Ajanta. Incidentally, he 
mentions some words of mine, written many years ago, in order to record his disagreement. 

1 La Ptinttirr / ttdienttf i f tfyiquf 4 u Grand* Afegrtb. Pirii^ I9S9* 
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Coming from ihe study of Chinese an, I had once wid lhai the compositions of the Afcnta 
painters seemed to me “crowded and incoherent 1 and their art 'primitive', as compared with 
iinese an in spite of the ‘forcible and imposing impression’ they create and “the grace 
gmtv, and character ot single groups and forms. M. Stchoukinc quoted from the first 
c-d.tton of my JW»j in tht F«r Er^/, published in 1908: had he turned to the third edition 
PM !* l W' hc vvouU h * v * fOP*"* further study of the copies available fraud 

P n S S W Tt n °Tt to bc P rocaTcd ) had toduccd 9 deeper appreciation, though ! 

\ S he u<hjU itdl disagree with tile judgement that 'the composition is often turbid 
and we are left with a sense of splendid struggle rather than of serene mastery'. 

*. ‘ tC KHlkjllc 5 own v,cw mmt be quoted, and I venture to translate his words. 

Ch r S: ‘ y5) v°f hafi " first thp impression th 3 r the numerous figures 

stn< e iritlu 1 r t ’ , flrra ^ t 7° r P , <Lt °P mthcr, so great is their number in proportion to the 
space without preparatory thought or any preconceived pirn, in a manner so .uturaJ that « w ~ 

aCC,dfifitaL A dosw btudy soon reveals the learned design which Xr ™USTE 

l ' ' [ ^ , rL hc - OVernin ? **» I s too obvious, such as those which exhibit the primitive device 

All their 11 com^boiit ? h * ,inn,DbiJ jff ,bc desi E D depriving it of movement and life. 

*. **}* »<*now1ed|c tint .he more the frescoes are contemplated the more 
the unity-rf ,hc i" r f la ' ,0,K >«P».‘h« connea the groups of figures, so ihet though 
le ist the'rove P ' S nnl Wba "“Presses *e eye at first—rather, in many eases at 

wi.h ,he co,K ' pti ™ s Mn ‘ dispcn ‘ c 

gruity see fin, I 'in ,e ? r f' " orlts of P i<:(orial a «, » like the deep con- 

^"'7 WD. and the trees L the 
is characteristically Indian in Itf love ,f„ i"' Mmc Iwg* and silent way. For this art 

And this fullness not mcrel v ,h, profs.s.onr n desires the whole fullness of life. 

'vithout the lifHf ,1 T V^’ 11 b 

vanquished and subservient to his needs md rlT ^ U ***?•.** Utm & hcr 36 
kindred forms of life as the most eloquent form she hi eroa“ed'' Th '““^T 10K>n » ,W 
itself in this art. the more it is , f ,j, ‘ ™T j "‘• ate ‘ i - 1 hc more >l« ™“d steeps 
pervades it. ,hc profound conception of the unity of ail Ufe which 

A. the present day, obeying a reaction from < !lc kind of art which is engrossed in problems of 
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representation, we lay ill the emphasis on design. Design is the root of the matter, assuredly: 
yet there is a danger m the too conscious pursuit of design. When the whole attention is con¬ 
centrated on this, there is apt to be loss of depth. The artists of Ajanta had before them always 
the primary aim of rendering the significance of the stories they were to paint upon the walls. 
It was rather their intuitive unconscious powers which guided the disposition of the figures 
and synthesized their grouping, Thus the design is not altogether on the surface, but an under¬ 
lying vitality within. 1 would not be thought to make any hard distinction between conscious 
and subconscious effort. Every artist know* how subtly and inextricably these two co-operate. 
The painters of Ajanta were conscious artists, obviously; they were not working U random or 
covering a surface bit by bit without plan or preconception; but they gave easy play, as they 
went, to the natural animation of forms; they felt no compelling need to enforce cohesion by 
gestures and attit udes dictated by pictorial effect rather than inspired by the subtle relationships 
of living beings in company. They welcomed the grace of casual movement. And we note how 
in these paintings each of the figures is intent on what it is doing or possessed by what it k 
feeling. There is no turning toward the spectator for sympathy or attention, 

A former age, used to the emphasis of decorative unity and really pleased by a rhetorical 
convergence of gesturing arms and similar devices of composition, had little means of appre¬ 
ciating the looser and more hidden pattern of these frescoes. 

It i$ not merely a question of altered taste. To us, for whom the universe is indefinitely 
enlarged and deepened to a complexity beyond conception, the art which presents a self- 
contained and patently reasoned whole, with an imposed logic of construction, seems to reflect 
an inadequate apprehension of the living world. It represents a conquest, but from the very 
fact of being a conquest seems to shut out and ignore so much that lies beyond it and dudes it. 

II 

It is a vision of the living world that the artists of Ajanta present; the teeming earth, the 
springing plants, the birds, the deer, the elephants; crimson-pillared pavilions and porticoes; 
gateways and roofs of cities; and among all these the life of men and women and children, 
supple-!imbed, gracious in gesture, freely moving, playful or pensive in mood; all earthly life 
in its laughter and it* grief: bui always emerging from it a life of tljc spirit prevails, the spirit 
that con templates and is filled with compassion. Sometimes, as in the fresco reproduced on 
Plate ViiS, this spiritual presence appears in the doorway of the house embodied in the 
B/tih/m, who comes like a messenger, and is welcomed by its inmates. But it is in the marvellous 
fresco reproduced on Plate XXIV that this vision of life attains iti consummation. 

Here ts the spirit of Renunciation; but the life of the spirit appears not as in scornful 
disgust with the sweet life of earth, opposed and denying;\it emerges from that life embodied 
in the youthful form of a prince of noble birth and breeding, not wasted with asceticism but 
supple with latent vigour, though gentle ill gesture; and lie looks not on any single sight but 
the whole world is in his eyes, and with it an immense, an ineffable compassion. Grandly he 
emerges, detached yet not isolated from alt those variously occupied forms around him; or, i l 
isolated, isolated only in spirit. 




INTRODUCTION 

Here one may see in perfection the designing instinct of \jamas an. The form of the 
Bodhisattva stand* out from the living background yet remains in the warm pervasive ur 
sphere of the whole scene, I litre seems to be no deliberation in die disposition of die elements 
of the design- ir is as if all were there by nature; the strong red square as of pillars and cross¬ 
pica's, which arc said to he a convention for the ridges of hills, contrast* with the just-inclined 
form oi the bodhisattva, attended by his consort on one side and a vigilant guard on the 
other, and with the background of mingling curves and jutting angles, where the eye, losing 
itself at first, discovers by degrees one form and one detail alter another; here it is the gleam 
of flesh where a woman leans among foliage on her lover's shoulder, and a peacock is crvmg 
beside his mate, and, more obscure, a monkey plays intently, 1 here, shapes of supernatural 
beings begin to appear, some floating through the air, others playing music on itistrumenb; 
the relaxed posture of a woman reclining in her lover's arms fakes the eve among more shadowy 
forms. Human and divine are mingled; it is as if all were rooted in'the rich so3 oflite; and 
contemplating the fresco one has something like the feeling produced by gazing into an 
intricate depth of flowering foliage, leaf behind leaf and bough behind bough, when, lingering 
till the fall of the dusk, one may see the colours of the blooms retire into themselves, vet still 
burn unequally with a kind of secret glow. 

The former copies of the frescoes hardly prepare one at all for the extraordinary beauty both 
ol drawing and of colouring. Texture means so much; and here ihctc is a sensitiveness— 

consider, for instance, the drawing of the Btxihisattva’s lifted hand holding the water-lily_ 

which the most skilful copyist could never hope quite to render. 

I am told that the present reproductions do give in the main the truth of the colouring; and 
one may well believe it. The depth and vibration of colour are extraordinary: and I JuJ 
never conceived from any of the former copies such moving passages of colour as, for instance 
m tins fresco, the blue of the peafowl, deeply gleaming from sombre green, that foils and 

enhances the whole warm harmony with its smouldering reds, the red of rust and the red of 
wine. 

Yet, no doubt, one loses much from the reduction of scale. Look at another fresco, and 
compare Plate XXXI, which gi ves the whole composition, with i he detail given on Plate XXXIII 
This marvellous head is that of one of the two women in the lower left-hand corner of the 
design: but in the larger plate the identify is almost obscured. This example indicates how 
much we must allow for the reduction. In this head we can appreciate the masterly brush work 
<>f the painter, its largeness, vivacity, and freedom. 

There is a kind of drawing which is the opposite of that kind which traces the contour-, 
of forms bur tells us no more of them than the line enclosing the coloured areas of a map 
I he moving brush, defining cheek, arm, or shoulder, persuades us also of the round ness ot 
hrm flesh; and more, it communicates nm only solidity but tbc bloom, the quivering tissue 
of the skin, changing with the emotions that kindle in the blood. Such drawing we find 

in the art of Ajanta at its best: for even in this one ‘cave' the paintings are not all by one hand 
or quite m the same style. 

Certainly the feeling for roundness and relief is strong in some of these artists. There arc 
xiv 
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even, uhat so unuF.ua) in Oriental painting, traces of modelling: and wc note that high 
lights are sometimes rendered on the faces* Such appear on the brow, nose, and chin of the 
Bodhisattvn (Plates XXIV am) XXV) and on the face of the woman reproduced on Plate 
XXXIII. These lights have the appearance of having been sponged out when the painting 
was wet, after the manner practised bv our water-colour painters; but this may be an erroneous 
impression. 

There arc no cast shadows in the frescoes; and 1 believe it is true that in all the pictorial art 
of Asia cast shadows arc never introduced except under the influence and after the example 
of European painting. Hut there is in some, if not all, of the frescoes an attempt to produce 
the illusion of depth and recession, aided by an inconsistent but not unsuccessful perspective 
in the architecture. Sec, for instance, the groups in the interiors of the two pavilions (Plate 
XX) and the detail front one of these scenes reproduced on Plate XXXI; a detail in which 
one can study what is the abiding fascination of Ajanta, the extraordinary beauty of grouped, 
living, preoccupied forms, here immensely enhanced by the strong, upright lines ot the pillars. 

HI 

However tentative, this endeavour to realize or suggest the modelling of forms and the 
recession of objects in space is remarkable. And the problem is raised; does this endeavour 
represent something innate in the Indian genius, or is it something stimulated by foreign 
example? Apparently it dies out of Indian painting in later times. Coomaraswamy notes 
that at Elbra the remains of the later frescoes are much flatter than the earlier paintings. And 
this flatness is marked in the Rajput paintings, whether on walls or in miniatures. 

On the other hand, we find that in rhe Mughal school the European effects of atmosphere, 
relief, and chiaroscuro are readily assimilated. And Dr. Stella Kramrisch observes that in 
many Indian sculptures the forms seem to be struggling to emerge into the round and stand 
free from the reliefs to which conditions restricted them. 

It is worth noting that a system of muddling in two tones, derived almost certainly from 
Indian example, is found in certain (bv no means all) of the ninth-century Buddhist paintings 
recovered by Sir Aurcl Stein from Tun-huang (see, for instance, PL X of Tht Thousand f 
Bui/Miti), But here, as also in some early Buddhist pictures in Japan, this system is on the 
way to becoming a decorative convention, no longer really understood. It was an element 
that Chinese and Japanese painting could not assimilate and ended by rejecting. 

There are, of course, writers who believe that die art of Ajanta is somehow derived from 
Hellenistic art; and this might be an explanation of the tendencies we have been noting. It is 
not impossible that Hellenistic paintings were known to the Indian artists, but wc do not 
know what they were like. If the wall-paintings of the third century, apparently by an artist 
from Asia Minor, found at Mi ran in Central Asia by Sir Aurel Stein, were typical of provincial 
schools in the Eastern provinces of the late Roman empire, there was Little there to inspire nr 
stimulate. The Mi ran frescoes depict Buddhist scenes. The contours are heavy, the faces 
have full, prominent eyes like the portraits found in tombs In Egypt, I find no affinity here 
with the animated drawing or the physical types of Ajanta. But the presence of foreign 


xv 




INTRODUCTION 

typ^ ; due to the pilgrimage to India of Buddhists from Central Asia, outside the Eiorth-wcitcm 
border, in two paintings in this wham (Plates XXXVIII and XXXIX) indicate* a certain 
amount of intercourse with foreign lands; hence there may have been acquaintance with 
finer examples of Hellenistic art, capable at least of stimulating. 

How this great school of Indian painting grew up we do not know. Probably, likr ,dl 
vigorous schools, ii would be willing and eager to borrow from art outside itself what ir could 
readily absorb and assimilate. But in these days we tease ourselves overmuch over the question 
ot origins. The arr of A junta is thoroughly Indian, whatever stimulus it may have got from 
without, I his is what is really interesting, its special contribution to the art of the world. 
And perhaps, after alt, the solution of the problem we have been discussing may be simply 
tins, that Indian art, being the an of an Aryan race, has more natural affinity with the art 

ot Europe than with that of China and Japan. I certain tv feel that this is true of the paintings 
of Ajanta. ' r b 


i v 


i lore than one writer has remarked on the likeness of flic Ajanta paintings to early Italian 
trtscocs, 1 do not think that this is more than .1 general affinity, which would show at the 
*uik time several points of contrast. Tl lc empirical perspective common to much Oriental 
art and the medieval art ot Europe, before the ‘scientific’ perspective of the Renaissance, based 
on independent study, supplanted it; a somewhat similar, though not identical, technical 
procedure; the representation of two or mure successive episodes of s mrv in tile same 

of Xneir 1 t lC * p0ntanC ° US lht religious Inspiration; these are the main points 

Lei me dwell for a moment on a point of difference; the painting of the nude human form. 
The painting of the nude is very me in the late medieval pointing of Europe most akin to 
ic„e m tan rcscoes, ut with the Renaissance it soon becomes the supreme medium of 

IT*(T hT /T tCn ns VVt:rt! « ** for the example of Greek SOI pit u re, this 

cult the nude form would probably never have arisen. But having discovered the infinite 

^ v T ° f t ht b ? dy Jn , ltS l,,aj4cd £ lnr ?\ the a ^i« S of Europe hove made it their central 
■J' I i T a Way$ bcCn Eonicthin & wL ^ ] i 1* inevitably a little artificial in this study, 

* f, - 1 ' C 13 ' b j '7 ^ rfiued atllon S P* 0 !’ 1 ' unused to dispense with clothing. It i> not 
H, | hl ^ S . M%,g0tcd by ***&>* of everyday life. There is, indeed, something that j 

the rth i 1 ! , K . at 0nLe 3 btdc * tll ^ LTOu ^ a nd a little pathetic in the labours of 

he orthodox ; £S : W,,h fcfP drawing from a model noi occupied 

m sortie natural action but posed in on arrest of movement. 

Jv^rTT f f u to PolMuol ° and Signorelli, and, following them, 

was totallv VtT* ^ K * Jy " aS 3 diECOVCfed romance. Their mental inheritance 

\ ‘f™ 1 ror , n ‘ hat ot lhc Greeks, tor whom the perfect body had the sacredness of 

symbol ' f' ot . e * ? discipline to the State. To them it was, if a symbol at all, a 
' , ! emancipation rom acetic fear of t and disgust with, the body which the 

medieval centimes had implanted in the mind. But above nil it, beauty was strange and new. 
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Especially in the nudes of Signorelli we fed this thrill of romantic strangeness in the naked 
forms of youth. 

Now turn to AjanGL Here h the nude body in every attitude and movement. But the 
forms have not been studied apart and indoors, each for its own sake, to be fitted deliberately 
into a preconceived design* These arc forms seen in the fields, on die highway, by the river 
bank; familiar from infancy, stored in the unconscious memory. To the Indian artist the 
unclothed human body is no rare sight, it is a part of his everyday surroundings. And, no 
doubt, this is a reason why the drawing of the body at A junta has such delightful ease and 
animation. The beautiful ways of the human body in its spontaneous gestures and pose*—and, 
untrammelled by clothing, they are ns beau tilts I as those of animals—are seized with a sure 
eye and hand. There is no foreshortening too bold for these artists to attempt, and it is done 
with a straightforward mastery, is if no hard problem were involved. The forms are lithe 
and active, hut with no muscular development. There is a noticeable gentleness in their 
movements. 

When one recalls the frescoes to memory, it is the extraordinary grace and living quality 
of particular figures and groups which one remembers with most pleasure: the seated woman 
seen from behind, tor instance (PI. XI); the groups on Plates XIII, XVII, XXXVII, 
name hut a few. 

We have noted above the sympathetic drawing of animals and birds in the frescoes; a kind 
of drawing which seems to owe its particular quality not to acute observation Iron* outside 
but to a deep sense of kinship with non-human life. No doubt the beliefs oi Buddhism 
operated strongly here. According to the ystakas, the Buddha had in previous existences 
been a deer, an elephant, a goose—who could tell wliat spirit might not be enclosed in any 
animal or bird one met ? 

At the same time the interest, as in Europe, centres in humanity. There is none ol that 
vision which comparatively earlv in Chinese art secs man set in the immense surroundings oi 
nature, and swept along in the great stream of universal hte. The landscape element h tenta¬ 
tively approached, hardly grasped at all. The ridges of Mils are marked by what appears more 
like a sori of structure or .scatf olding, sometimes used to divide one scene from another. And 
there is a very curious convention of representing broken ground us if it were the debris of 
masonry- Professor Strzygowski has noted that just the same convention occurs in mosaics 
at Ravenna. 

But In plants and flowers ihc painters show great interest. On the ceiling of Cave arc 
panels of decoration in which the motives are plants, fruits, flowers, and animals. Examples 
arc given on Plate XXXIX. Plate XL also reproduces two panels of splendid animal painting; 
a group of deer, and a pair of bulls fighting, which it is interesting to compare with a famous 
drawing of the same subject by Tuba Sojo, the great Japanese draughtsman of the twelfth 
century. Mr. Yazdani notices the beauty and truth of tile rendering of foliage of particular 
trees, the areca-nut palm and the ahia tree, in the Padmapani fresco. And in the panels 
reproduced on Plate XXXIX wc see actual Indian fruits and flowers of great variety combined 
with birds or human or fanciful animal forms. The fine decorative invention, drawing richly 
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on the various profusion of nature, contrasts with the poverty of Creek art in this respect and 
makes one think ol the inexhaustible floral design of China, to which Europe, from the 
seventeenth century onwards, is in so deep a debt. ^ cl the design itself ii quite ditTcrvru from 
Chinese design; the rendering of leaf, flower, and fruit is mart solid, the disposition more 
static. In t hina the .same elements would become less material, n breath of wind would seem 
to move them, creating tender curves and letting in more air and space. Again, the affinities 
of Ajanta seem more with Europe than with the Far East. 

And yet in the art of Asia what a supreme and centra! position Ajanta holds! The grand 
Buddhist art of the I ’ang dynasty in China was stimulated and influenced directly from the 
Indian art of Ajanta and, doubtless, other monuments,now destroyed,and not merely thr ough 
the formulas of Gandhara. The stream flows onwards through Corea to Japan. It is a great 
and fructifying stream, for it gives to the races of the Far East something which otherwise 
:hfy would have lacked, hut which they must tin conscious tv have desired or they could not 
have accepted and assimilated it go enthusiastically. The very landscape-painting and flower¬ 
painting of China and Japan are tinged and perfumed with Bmldhist thought and the 
Buddhist 'communion of life*. Whoever studies the art of China and Japan, at whatever point 
he begins, starts on a long road which will lead him ultimately to Ajanta. 

V 

It is a strange thing that nearly all the great religious art of the world ts the work of races 
to whom ibis religion was foreign, not native, in its origin, To the painters of Europe, Christ 
and his apostles are figures whom they must picture with an ctFort of imagination, beings 
whose earthly lire and natural surroundings were perfectly unknown to them; and,therefore, 
while clothing these sacred figures in garments of convention, the painters have set them in 
* background familiar to themselves, among peasants or townsfolk of their own rime: the 
Arno \ alley or the foothill* of the Alps, the Franconian hills or green postures of Flanders. 
It is not different with the Buddhist painters of China and Japan. 

Hu real aspect of Sakyamuni, the Indian landscape, Indian habits of life, are to them also 
unknown And in painting the Buddha legend they, like the Italians and the Flemings, have 
fallen hack on what they know themselves, and have painted (as we see in the banner* found 
■it un- mang) the episodes of the legend in Chinese guise, with Chinese tvpcs and Chinese 
dress, L nhke C h ns tun an, however, Buddhist art of the MahSyana tradition gives but a small 
space to the legend. It concentrates rather on images of contemplation, images which the 
later developments of MahaySna Buddhism created and multiplied hut which are foreign to the 
simplicity of the primitive faith. The greatest works of Buddhist painting in China, the 

(TZu U U . r ’* tzd f d l r a,m f iccrs folIow ^have perished. But (he masterpiece* 

° , U dhlsl ^ scu lr turc in Japan art unsurpassed in the religious art of the world. 

The Descent of Armda with Angels to Welcome the Souls of the Blessed*, ascribed to Eshin 
i ’ at koya-san—to name one among many sublime creations—has the power to tarry 
the spectator into its own atmosphere of inward and abounding radiance and serene movement 

as of music, though he be totally ignorant of the religious conceptions it embodies. These 
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conceptions, with all their imagery ami symbolism, are of Indian origin. It is often assumed 
fhat the Buddhist art of the Farther East derives from India only through Gandhara, where 
Hellenistic formula was made to serve for the expression of Indian ideas. But though the 
hybrid art of G and It a r a 1 ms left its permanent traces, like a deposit, on the Buddhist art of 
China and Japan, especially in certain arrangements of drapery; yet it is indisputable, as 
I have already said, that in the greatest times of Buddhist in in China, when Chinese pilgrims 
journeyed ro all the sacred sites and monuments in India and brought back images and 
drawings, a fresh contact with Indian art was made and a direct influence established. In the 
paintings brought back from Tun-huang by Sir Aurcl Stein, those precious documents for 
the history of Buddhist art in Asia, there arc figures which do not recall Gandhiira at all, but 
which are directly reminiscent of Ajanta; and similar parallels can be adduced from sculpture. 

In rhe Buddhist art of the Far East, then, we have an art based on Indian painting and 
sculpture, but filtered through the imagination of another race, and transmuted, ethereal fred 
in the process. 

It is, perhaps, easier for a race to formulate its conceptions of die other world of the spirit 
by borrowing from outside, from the spiritual experience of a different race; for these already 
are removed, for it, from actuality and already belong to 'another world' than their own. But 
India is the home of religions, and we cannot conceive of her as borrowing in this sphere 
from other peoples. 

f he images of the Bodhisattvas in the marvellous early Buddhist paintings ot japan arc 
isolated forms, seen !is if evoked by the intensity of contemplation from the night of profound 
brooding in the mind; they appear, glowing w ith their own inward light, gracious and majestic 
and alone. But the tjreat Bodhisartva at Ajauta is not, like those later creations of the 
Farther East, remote and detached from the world; he is in the world, he is a man with 
eon^>rt and companions, with the animation ot the woods and the fields, the sun and the 
shadows and the green earth around him; he is a 'surpassing spirit', yet a man among men and 
women. For religion here h not something apart, something to which humanity pays homage 
a? to an essence outside itself; it is a conformation of the mind, it is something inhaled with 
the breath. 

LAU RENCE BINYON 
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EXPLANATORY TEXT 

GENERAL REMARKS 

Plates I-IV 

T HE beauty ant) charm of Ajanta arc absolutely marvellous; the Buddhist monk could 
have selected no more appropriate place for his meditations, 1 Precipitous rocks, some¬ 
times bare, sometimes dad with the most luxuriant foliage, guard a vale of surpassing loveli¬ 
ness, on the bosom of which the stream of the Waghora pursues a sinuous course, through 
bush and bramble interlaced in an impenetrable mass {Plate t), Tire diif, where the eaves 
commence, is 250 ft, high, and within sight of the caves is a cascade of seven leaps {Sift Kami) 
forming the source of the Waghora. The air resounds with the sweet notes of birds, great 
Rocks of which, among them parrots and blue pigeons being prominent, are seen dying about. 
Apes also arc abundant, and, although mischievous at times, their nimble movements and wild 
antics please the eye. The hoot of the motor-car and the rush of visitors have driven away 
the wild denizens of the valley; hut even now, when the crops arc ripe, herds ot deer arc seen 
grazing in the Reids, and the hyena and his comrades, wolf, black bear, and leopard, some¬ 
times also the lordly tiger, resort to their old haunts in search of water and prey. 

In the neighbourhood small hamlets still survive, where the Bhikshu in olden days went 
with bis alms-bowl to beg food. T here also in striking contrast would have been seen r5j3s 
and ranis in rich clothes .and jewellery and with all the paraphernalia of richly 

caparisoned elephants and horses, and long trains of smartly dressed followers, coming to pay 
homage to the anchorites of Ajama. The common platform of religion* devotion would 
enable the humble to sit down with the lordly, the craftsman with the scholar, and the peasant 
with the statesman; and it is this chequered pattern of human life which in its spiritual aspect 
is so admirably portrayed <>n the walls of Ajanta- The charms of natural scenery and animal 
life made an equally deep impression on the mind of the artist, and inspired him to these 
exquisite drawings of geese, peacocks, antelopes, bulls, anti elephants in varied tccncs ot 
marvellous beauty, among woods and grows, lakes and pools. The human vein, running 
through the birth-stories [Jatakto) and the legends of the life of the Buddha, vibrates also in 
the frescoes of Ajanta, and it is this feeling, that the gods of Ajanta were living human lives, 
which appeals so much to the imagination of every class of people. 

The walls, ceilings, and pillars of nearly all the twenty-nine caves were once adorned with 
paintings; but the remains arc now found in thirteen eaves only, the fragments which arc 
of special interest occurring in Caves f, II, IX, X, XVI, and XVII. The material used for 
these wonderful paintings is remarkably simple—bmp-black, red ochre, yellow ochre, and 

t The eaves of ^ iiiita arc situated on the north-western Motors are available ae this station. For Ajanta a nearer 
frnfiri*r of Uie Nixam'd DumSmuns, fifty-five miles north railway station b on the main Line of the G4*P> 

of Auraugabldj which b the head-quarters of the division Railway. It b til British territory and lies thirty -seven 
and has large station on the Niaanfs State Railway, milot south of die caves, For other mules act Map, 
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lapis-lazuli formed the principal colours. The last evidently came from outride the Deccan, hut 
m early days it seems to have been very popular, necklaces of lapis-lazuli bead# baring been 
frequently found in the cairns of the Deccan, A layer of day mixed with rice-husk and eum 
was first put on the rock, and thereupon a coat of lime, and the surface was smoothed with 
a trowel Hie subject was then outlined in pinkish brown or black, and afterward* colours 
were hi led in by washes and detail accentuated by streaks; and dots* 

It is difficult to speak with any precision as to the beginnings of Indian printing, but in 
the second century a*d„ as represented by some of the froeges of Cave X a. 
was ,i burly developed an; it reached Its climax in the fifth and sixth centuries, after which 
edinc set in, so that by the eighth century, as represented by some of the frescos at 
E lora, it seems to have lost all its grace and vitality.* With the extinction of the Buddhist 
religion m the seventh century the noble traditions of art *cem to have been destroyed* bur 
although painting in Us pristine beauty and rigour never revived, the sister art of sculpture, 
a t w centimes later, was stirred into new life. After the atddcn downfall from the golden 
age of the Guptas it is not until the tenth century that Hindu sculpture rises to anv artistic 
Hgmhcance; and then it assumes a different character, bring rather an expression of inner 

strife than of peace, of violent emotion and exuberance of feeling than of mental calm and 
spiritual repose. 

. It" '/ 1 ' f ? rms tllc su * > i ca of U»i* part, is considered architecturally to be tlte finest 

o'Mra (monastery) among rite rock-hewn temples of India. This praise will oot be con- 

wldlb d ,1w “* g ^ Cn, ' ed !CC '"S lnd rejoicing in the exquisite l>caut Y of the sculpture with 
., i lr ' “ v ' 15 “ orned - The extenor view of the v!iira has been somewhat marred by 

,. | C r n a r *?“* whlch *“ ,he preinincnt feature of it (Plate HI). The fagadc 
I . setcral bands of carving, among which the scenes from the life of the Buddha, the elcpham- 
bghts, and hunting exped.ttons have been delineated with consummate dull 

I he p an of the cave comprises a verandah, great hall, and shrine. The verandah is 64 ft. 
g> 9 l ‘ n ’ w,de * * mi ft- 6 in. high, and it has a cell at each end. A large door in the 
ft?* b ” Ut,f "") r j«nbs and entablature, leads into the great hall, which is 64 ft. 
T|'; '‘a S " ‘“TT , b >' a colonnade of twenty pillars, leaving aisles of about 

into 1 s’hrine' IkT r' ,ht ** of *• ha " i! ■» “■cumber ,0 ftby 9 f,.. leading 
" d, rave f u . 2 ,° f ' approximately. There are fourteen cells in the interior 

each cnTof it h 1,1 h ' ngh ‘' cft ’ ” d back ***> 4ml '«*» «Jy in the from aisle, one at 

The cdurnns of the verandah and Ihc hall are most richly carved, the devices being in 

I^tSnSTT’ /“ " JyS d ' VCrIy cxccu,cJ - The *afts have vertical and spiral Haring, 
enurded hy belts of exqumte tracery, and the base, and capitals are ornamented wifh 

Jta ^ ^ B “ “ *“ " * T imeripri* „„ lhe 

tt 7*??* & ra ^rrr f r,ir *■ *■ “ r,y *—** - — 1 - 
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PLATES t-IV 

mythical animals, religious stories, and floral designs in great variety. The girth of the pillars 
of the hall and the interspacing between them may appear to some a little out of proportion 
in relation to the height of the ceiling. Again, the ornamentation of the capitals may seem 
rather overdone; but the fondness of the Indian for ornament is proverbial, and profusion 
of decoration is not confined to this cave. 

A good example of the artistic fancy of the sculptors of A junta is the delineation of four 
deer on the capital of a column in this cave (Hate XL h). They have been so carved that 
the one head serves for the luxly of any of the four. The poses of the bodies are most graceful 
and absolutely realistic, showing close study of nature combined with high technical skill. 
The colossal statue of the Buddha in the shrine is, on the other hand, strictly conventional; the 
artist in the treatment of the body has apparently followed some fixed canons {Frontispiece)- 
The expression of the face is, however, marvellous, betokening great internal calm and 
majesty of feeling. The groups of minor figures around the Buddha and die folia ged sculpture 
of the doorway form an admirable setting, and show much imagination and ingenuity on the 
part of the artist. 

There is no inscription in this cave to fix its age with precision; but from the details of 
architecture and sculpture it may be assigned to the end of the fifth century a.d.' The style 
of the painting is analogous to that of the sculpture, and the majority of the frescoes seem to 
have been executed shortly after the completion of the carving. Some paintings, however, 
like Hates V and XXXVIII, seem to be of a later period (sixth century), betraying as 
they do signs of decadence as regards accuracy of drawing. 

All the Wiills and ceiling of the cave w r cre once adorned with painting, but owing to 
moisture, the depredations of insects and birds, and in rare eases to the vandalism of the 
art-collector, the frescoes near the floor and the ceiling have been totally destroyed; those 
which survive arc in the middle of the walls or on the ceiling, in serrated patches, as may be 
seen in Plate IV, which shows the interior of the cave. In describing the frescoes I commence 
from the wall to the left of the door, following the Buddhist practice of perambulating from 
left to right. 1 


* Tilt representation of four deer wafh one common 
3ie*kd carved in ibis civ e_- also ocoj re at a cave at Ghatodcuch* 
and the general phut uf lie cavt: h almost identical with 
iliit of tin- I:ihar*> of the hiict place. The caves of GhsMot- 
kach bear ah inscription belonging to tBe end of the fifth 
century Again, C**c U » A jama, which b excavated 


adjAcenr to Cave I p and in Jtylc seems to be of a liter period, 
bears some inscriptiim> In an alphabet assignable lo the sixth 
century a.d. 

* Tlit po$jtIan£ of the frescoes on the wall-surface have 
been marked ouc on the (Cry Plan accompanying the 
plaice 
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STORY OF THE PIGEON : £lJ 3 I JATAKA 

Plate V 

w 

THi: suijfit if pttMtd m tht noli t>f tht front aisle, htWten the main dsmiufj andthe uittdmt. t* (hi left tfit. Tht frtttt u 
considerably da/nag/d, and as thi tilaurt art not vny iJt,tr it it TifrUuitd in msart hr c mr. 

I T Is interesting to note that the delineation of tins story at \j:int„i tallies with the earlier 
version of it in the Mokabkiirain, wherein India and Agni assume die forms of hawk and 
pigeon for the trial of Prince §ibi. k In Buddhist literature several stories are related of the 
charitable disposition of Prince Sibi, his giving away his eyes or the flesh of his body to 
the 'hawk'; but the full pigeon and hawk anecdote, with balances for weighing an equivalent 
amount of flesh, is not to be found except in biter works, such as the Sfor&ttniiSrti or the 
Ri{ihhattv 2 viidSna~hkif>a 4 iita, wherein it seems to have been adapted from tht Mahshharata 
version. 3 At Ajanta WC notice a pigeon in the lap of a r3ja, whom afterwards we we standing hy 
a pair of scales and encircled by a bevy of ladies who arc lamenting. The hawk, however, does 
not appear; evidently he has assumed a human form when demanding justice from Prince ^ibi.* 
The whole story is depicted In three episodes. To commence at the top left-hand vomer of 
the painting, we notice first a dvfirapjla (doorkeeper) standing between two pillars. I bs com¬ 
plexion is dark grey and he is wearing .1 long-sleeved garment, of white and black check 
pattern, which is tightened round his waist by a broad girdle. The pillars at bis back 
are painted black, showing tfutmgs and ornamentation with precious stones and gold. Two 
ladles are standing there; one of them is wearing a short dart of striped silk and elaborate 
jewellery on her body. Her complexion is silver-grey, and the face indicates that she is occu¬ 
pied 1 j 1 some deep thought; the manner in wliich she has raised her finger to her Up is very 


1 III the .Viehithh.it atj y Viuia Patva, the story is oar- 
faied something like this; Iiulra and Agni, to tear the 
fidelity ot Prince £tbi to the Uws <if nghlRtusii^ tnunie 
the forms of iiawfc and pigeon. The latter (Agni), pursued 
hy the former (I mini', seeks and receive* Prince <>ihi\ pr.^- 
teerfon I !i< j lawk licrrmnds the pig«uj a, hit lawful prey, 
bur the Prine= rtplifs, *He ihar pi verb up an affright'd 
creature seeking protection, unto its foe, doth tiol obtain 
protection when he is m need of it himself G Hawk, h - 
the people of Tibi’s tribe place before dice a hull cooked 
i*itli rice iiiit'.'iui of tiiis ptgBoiL' ] Tie hawk declares that 
it is nut the law of hi, nature to eat such thing*. The 
i'rmce that say* dut fie will lint give up the pigeon, bu- 
he will give anything ehe in hr» power which the hawk 
may demand. 1 he hawk replies that he can only accept 
1 quantity of the Prince's own flesh equal in weight to the 
pigronV body. Sibi gladly accedes to this substitution. 
Ha!anccs ans produced, and the pigeon is placed in one scale. 
The Prince curs off a piece of his flesh dial appear* kigt 
enough, but it is iiHuflicimw; he cuts again and again, but 
srill the pigeon outweighs Itia pikd-up fin h. Finally, all 


his Utah gone, tht Prince gets iutn the scale himself "l"he 
two then rrsiiTiie their divine shape, and awrouucr Co 
iibi rliar tor rlir sicriritc lit has nvtdc hr will he glorified 
in all wot Ills throughout eternity. 

f'or rile I'ill vcm inf, AfaitlkhUrata, Vjju T’jrt.v 

(hi^lkh transit™ by P. C Roy), pp. 5^6-9 (Calcutta, 
1884), 

3 Jdifht (Cambridge cd.^ it, pp. ajn If.i : «,7 
( ,tv 4 3-fj 3 t [ d the noteirn p. ray nf Peertrunrla- 
tiou (Mu$£e Guimctji Jataiet Af.ilJ, \'<i 2, ^’jbi Jiitakaj 
Chtrrijli Pifah r, No. R, Sivireja—Cl A<fi/ini/a-pniika t tv. i 
+2 (p. 179 of the translation). 

Mu the New Variorum edition of (Tic Mtnhant tf 
f'rwre, pp. joo-iC; (t 3 th iropresCm), the I ram id editor 
Itii quoted die IfahahhJrata version of the dory along 
witli <^(hct Itgcnik, hit regarding their connexion with the 
Afenfant of Ptnkt he observes: ‘However interesting all 
'hew storir’* and their geographical distribution may he 
ill an ardifccologtea] way, surely thetf connexion with 
Shakespeare's Shy lock and Antonio id the thinned gos¬ 
samer.' 


PLATE V 

characteristic of Indian ladies. The face of the other lady does not show so much feeling, but 
her anxiety is apparent by the position of her hand on her breast. 

To the right of these ladies a raja is sitting on a low throne, the back of which has a sup* 
port with square posts decorated with gold-work and jewellery, in which blue stories are 
prominent. To show that he is the hero of the story, the artist has painted him of greater 
size than the other figures. The jewellery on Ins body ha* been shown with great care and 
taste. On the head is an elaborate crown of chased gold work with jewels set therein; round 
the neck there is first a short necklace of large pearls with a blue stone (sapphire) in die 
middle; and then a large necklace consisting of several strings of pearls; the apparent move¬ 
ment of the latter is highly artistic. He is also wearing elaborate armlets and wristlets set 
with jewels. The face of ihe figure has unfortunately been damaged, but the pupil of the 
left eye, turned as though looking to the side, is extremely interesting. The left hand, twisted 
unnaturally, shows surprise, as if the raja has heen confronted with some dilemma. In his 
lap there is a blue and white pigeon, the head and tail of which arc intact. The complexion 
of the raja is fair, and lias been painted a silver-grey tint. 

Two small figures, or dwarfs, tire sitting at the foot of the throne. One, of dark-brown 
complexion, is holding a ewer of graceful shape. The high light on the nose of this figure 
and the treatment of the hair exhibit much artistic skill. The other dwarf, w ho is of some¬ 
what larger size than the former, is looking up at the raja in a respectful attitude, with 
folded hands. 

Behind the raja's throne are two figures. One is a female of greyish complexion, between 
whose lips a red (carmine) line apparently indicates the colour of the betel (pSn). To the 
left of this figure is the head of a servant with grey hair. The face has been obliterated, but 
the nose and lips arc well marked out and diow masterly skill in drawing. To the right 
of the throne we notice a greenish chaufi- bearer 1 standing. The manner in which she is 
holding the handle of the ekauri shows much artistic delicacy, particularly the treatment of 
the fingers. 

Proceeding towards the right, there is a pavilion in which a prince and princess (?) are 
silting. The prince is wearing a high crown and a string of pearls across his body, like the 
sacred thread of the Brahmans. The treatment of his cars is conventional. The princess (?) 
is of greenish complexion, and her features arc of a peculiar type, the nose being prominent. 
She is looking upwards towards the pavilion, in which the raja is sitting. 1 he prince has 
the first and second fingers of his right hand erect, probably suggesting some solution to the 
dilemma with winch the raj$ has been faced. To an artist, the contrast of the black and 
blue pillars of this pavilion will appeal. The blue colour has been laid in streaks, the paste 
used was somewhat coarse, but the effect is most artistic. 

Proceeding farther to die right, we enter an open court where the green leaves of a piput 
tree against a light vermilion horizon show exquisite taste as regards colour effect. Here the 
raja has been represented standing by a pair of scales. One of his hands is open and hanging 
low, showing in a conventional manner that he is prepared to make a sacrifice. The treatment 

1 Chuvriy » fiy-whUk. 
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of this hand up to the wrist h splendid, but the elbow ami urm do not show 4 street 
knowledge of anatomy. With the other hand the raja is holding the strings of one of the 
scales. Near the cross-bar of the scales stands a red male figure, wearing a long white coat 
[ahgrukftd), tightened by a girdle, three folds of which near the waist-line may he noticed. 
In his left hand he holds a long stick, and hi- right hand is raised in a peculiar nanner, 
perhaps suggesting that the tow must (or must not) be fulfilled, t n fortunately the head is 
damaged, so that we do not catch the correct expression of the face and cannot decide whether 
he U the ‘hawk’ of the story, in a human form, demanding the fulfilment of the vow, or a 
devoted servant of the raja imploring him to refrain from such an action . 1 The artist’s delicate 
brush-lines, indicating the creases in the garment of this figure, arc very interesting. 

At the right hand of the raja is a group of five women. Hi ret of them, in the upper r>j\v, 
arc showing grief at the decision of the riiia. One, with a fair complexion, is beating her 
breast; another, of greenish complexion, has rallied her hand in excitement; the hands of the 
third, who has a reddish complexion, have been damaged. The remaining two, seated below, 
arc of fair complexion. One of them has a child in her lap, and her face shows anxiety. 
The other is leaning on her right hand and looking hack at her child, who if. staring at die 
mother. The child has been clumsily drawn, nor do the female figures exhibit any artistic skill 

Above the leaves of the fipai tree arc shown hills from the top of which two yegf/ are 
watching with interest the drama which is being enacted below. The treatment of their 
plaited hair is good, and the features of their faces are also not devoid of skill. Al the right-hand 
end of the painting, above the scales, three figures (deitiesr) may be seen, watching the pro¬ 
ceedings from conventional clouds. The figure in the front, wli© has a greenish complexion, 
is wearing a crown on his head, a pearl necklace round Itis neck, and a red jacket with short 
sleeves on his body. Behind him is a female figure, only the head of which is visible. The 
knot of her hair merits dose scrutiny. Behind her is anther male figure of thirl:-grey 
complexion, wearing a crown. The faces of this trio Indicate no anxiety, but rather 
exhibit amusement* and lie a r a strong contrast to r he panic-stricken group of women at the 
right hand of the raja. The drawing of these three figures b good. 

Above this scene we notice two seated figures, one with the first and second fingers of his 
right hand raised and the other with folded hands, probably representing a Pacceka-Buddha, 
in the teaching attitude, with his votary. Behind them arc two attendants, one male and the 
other female, both damaged. The red brush-lines showing the joints of the Pacccka-Buddhab 
toe* arc artistic. 

The third episode of the story has been delineated below the first two. Commencing Jt 
the left side* we notice first a male figure wearing a crown and holding a long sralT. He has 
long hair, which i$ hanging loose on his shoulders. The lower part of the body is damaged. 
I o the right of this figure there is a group of eight yogis. The treatment of the hair pf each 
of them is different. I lie two at the extreme right have plaits tied in knots over the head; 

• According to the S&Trdlitnlara version (xii. 64) the servant, through dfection anil for li» master, 

iljj orders one of his vervains to cut off fmtn hs body refnutu fn'in doing that, The figoiv painted mar, lilt refute, 
tilt amount of flesh necessary to satisfy tbc hawk, but the be identified with the servant of llii-i version, 
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the hair of the tltifd is parted in the middle; the fourth lias curls; the fifth has his hair combed 
back from the forehead; the sixth has his hair sticking to the scalp; while the Seventh and 
eighth have their hair dishevelled. Three of them have red complexions, two are somewhat 
fair, one is greenish, another silver-grey, and another dark-grey. The heads of these hermits 
an: nicely drawn; but the limbs arc not proportionate. For instance, the hand oi the yog? at 
the extreme right corner is much too long. The brush-lint^ showing the patterns ot their 
luin-doths may interest the artist. 

Between the group of the yngii and the figure wearing the crown arid holding the *talf 
the traces of a peacock dancing with joy may be seen. The red plumes of the wings and 
spotted feathers of the tail arc clear, but the body has been destroyed. I he dance of the bird 
apparently suggest* the }oy of the animal world at the successful test ol the raja. 

On the right of the group oi yogis are a tree (banana ?) with long leaves and flowers and the 
traces of a building,* probably a sanctuary. It appears that the yogis arc bringing offering's of 
flowers to die sanctuary as a token of thanksgiving at the resolution and merciful behaviour 
of the raja. 1 * 3 

The drawing of this subject on the whole may appear crude, but here and there some bits 
may be found showing excellent modelling, fine brush work, and exquisite oolour-tastc. i bi 
example, the little dwarf at the foot of the raja’s throne is a perfect gem. Again, die general 
effect of the picture is not wanting in dramatic qualities: the earnest and resolute attitude nf 
the rajs, the impatient wailings of the ladies of the palace, and the calm but interested mood 
of the gods show great ingenuity on the part of the artist. 


A PALACE SCENE : A LADY RECLINING ON A COUCH 


Plates VI a and VU a 


The tu&frst it paint fd *$#v* the miwfew. flit the watt of the front ante, to thr left of the mu in The frtia n math 

damaged, but owing it its artistic yu.thtUs it tuts hen rtprsdutfit Mhjnjofof* jml nwnxtesMA 

T HE scene represents a lady (princess?) having a bath white reclining on a couch. Her 
languid mood betrays that she is broken-hearted through grict. She may be identified 
with the wife of the Buddha at las great ‘Renunciation', or with Princess Srvall, who felt deeply 
grieved at M ah aj an aka's becoming an ascetic and ultimately herself renounced the world. 1 
The lady is resting on the couch with a pillow under her head and another under her left 


i Above ihc hunt M4 (?) tree thr lower part of the body 
of a female figure may be Near her right arm the 
hand of another ligufe may ibu be traced, 

- Thr Jaftr in Ettt middle {figure damaged) has 
stretched mi t his right hand to dannmrrciEr smnethTUg. 
In his other hand he holds a vessel, resembling the UtJ 
(brass pot) of the present day, 

3 If the latter identification is correct, then the same 
delineated tin the rock wall refers to ihia episode of the 
"When Prince Mahljanaka was wishing to make 


the queen (Shall) turn buck, fiesaw some mm/4 r gmss near 
tike road* so he cut a stdk of it and said to her, “See, Sjvslf, 
this stalk cannot be joined agsm* 1 , and he repeated ihh Italf* 
ntan/a, “Like to a mtmjjt teed full-grown, live on, O STealT, 
alone 1 ’. When she heard him, *hc ^dd, “I am henceforth 
to have no intercourse with King Mahijinaka", arid bdng 
unable to control her grief, ^he beat her breast with toih 
hands and fell sen«:k»- Her nmiw came and sprinkled 
her body with water and rubbed her hand* and feet* and at 
heir she recovered cortsdoiRNtss.' Cowdi* vL 
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foot, Her head is inclined towards the right side, but the legs, although folded up, arc not 
inclined in that direction, so there is a contortion in the body near the waist-line. To a 
European this pose may look inelegant, bur the Ajanta artists rejoiced in showing such poses; 
evidently they aimed at producing by them an impression of suppleness. The treatment of the 
figure in other respects is excellent; the legs have been purposely drawn thin to show that 
she has been pining for love. Again, the expression of the face is sad, and the pale brown tint 
of the body indicates her anaemic condition. 

A fair attendant is pouring water from a pot on her head and another on her legs. Between 
these two figures there is a third attendant, whose head is destroyed, hut the bust, clad in 
a tight bodice of white material, is intact. This attendant holds a stick in her right hand. 
A male servant, with a pitcher on his shoulder, is standing at the door of the chamber. 

At the right side of the bed a maid with a fly-whisk is sitting and another is looking in an 
anxious manner at the lady. The figure of the latter maid is destroyed and only the head is 
intact, but its delineation shows masterly skill. Ill ere was a third maid on this side of the 
bed, whose grey hand removing the pearl-string from the neck of the lady may be traced. 

The pose of the maid who is pouring water on the legs of the lady is extremely graceful, 
although the treatment of the waist and the bust may he considered as somewhat exaggerated, 
but exaggeration of these parts is a common fault of Indian artists, sculptor, painter, and 
poet alike. 

1 ’he striped material of the cushions on the couch of the lady, and the floral design of the 
doth of the bodice of the attendant with the fly-whisk, will interest the student of old Indian 
textiles, 


A BH1KSHU AT A PALACE DOOR 

Plates VI b, VI U, am/ VIII 

The iiihftct it painted on the wait of the front aide, irtwtrrt (he window and mall door fa the left of the mmn entrance. It ii 
reprtilused loth in ttltw and tmnxhronu, and the figure of tkt UhiktJiu it a!to reproduced as a separate plate an >r late* netIt 
far study in detail, 

T HE painting apparently represents a scene in the life of the Buddha, or in one of his pre¬ 
vious births, when as a mendicant he goes 10 the door of a palace, perhaps hi* own, the 
human love for his wife attracting him there while he is resolute in renouncing the world. The 
exact identification of the subject may be uncertain; but it has been delineated with such perfect 
skill and artistic feeling that the help of a text is not necessary to appreciate its merits. At 
the threshold we sec a Hhikshit, divinely calm and serene, with exquisite feature* and most 
graceful pose; the head with curled black hair is slightly tilted, and the beautifully moulded 
right hand raised as if to explain by gestures of the fingers the solution of some mystery. 
I he figure is dressed in a pure white robe; in his left band he holds a staff, and strings of 
beads adorn Ids neck and wrists—the complete accoutrement of a fif hikshu, 1 

1 The doorway in which the Bhiithu » Handing i» built in the traheate style and is crowned with a pediment of 
Dra vidian type. 
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PLATES VIA, VII6, VTIT & IX 

Proceeding farther from the door, we notice a pillared corridor in which a male servant 
is announcing the arrival of the hermit. The tcn&c expression of his tacc, and the lipsoi the 
lingers of his right hand all joined together, indicate that he is impressed by the demeanour 
of the Bhikshu . 7 'his servant is wearing a long coat with full sleeves. The doth of the coat 
bears an d alio rate design, the patterns being treated in hands. Farther up In the corridor is 
a maidservant bringing to the hermit offerings or food on a tray. The style in which she has 
dressed her hair, a knot fixed awry on the side of the head, is interesting. 

Passing beyond the corridor, we enter a pavilion, in which a princess is occupied in con¬ 
versation with a maid of honour. The treatment of the hair ot the princess and the maid is 
extremely effective and shows a highly developed coiflure. The maid is wearing a white 
full-sleeved jacket, while the bust of the princess appears to be bare, as she is wearing thin 
raiment. At A junta princesses and ladies of position arc often delineated wearing almost 
transparent apparel (gauze), l while maidservants and women of middle class have their 
busts properly covered by costumes and materials of various designs. 

behind the princess there are two more attendants, one of a pinkish complexion and the 
other of greyish—the coiffure of the latter being interesting. All the women of this picture 
have circular marks on their foreheads, resembling the fthl or hifittl put there by Hindu 
women at the present day. 1 

Hr expression on the face of the princess shows much pathos; iind to bring it into further 
relief the artist has accentuated such of her Features as indicate her youtht the fully developed 
breast, the dangling locks, the short and tight kink, and the bewitching jewellery.* The colour- 
scheme of the picture also shows refined taste, the ash-grey* complexion of the Bhikshu being 
contrasted with the golden-brown of the princess, and the dark red oi the floor placed in 
juxtaposition to the turquoise blue of the background. The whole composition shows much 
imagination and artistic feeling, and represents the high-water mark ol the Ajanta school. 


A PALACE SCENE : CON T INUATION OF THE PREVIOUS STORY 


Plate DC 


Th* liibjtrt h ptiinud m th* wall of iht front *imM tht imnlf door ftf fkt Irft of tki main rnframf. 


T HE subject has not been identified with certainly; 5 hut it is a continuation of that of the 
previous painting (Plate Vm rf), as is apparent from its situation dose to the latter and 
from the resemblance in the styles of toilette and costume to those of the figures of the 


i Dacca was noted for its fine muslins, so fine rhni 
several yanfe of the material could be passed through a 
finger-ring, 

* The fed ochre or saffron religious mark, 

J Two different lunik of ear-rings are to be noticed in 
this painting: one of them A large wheel-pattern worn in 
the lobe, vxeh a» b worn by fagti of the present dayi 
and the other s small gold-wirr circlet wirh pearls it rung 


thereon (Mtt), worn in the upper part of the ear, and -till 
■n fashion in some fnrts of India. 

* The hermits (Saithui )of India smear their bodies with 
ashes, primarily to conceal the beauty of their skin, but also 
to protect themselves from climatic effects from which their 
scanty clothing does not guarantee them. 

J The scene may refer to this episode of the MahUjanaka 
Janki: ‘Haring made this firm resolution (tobecome an 
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A J ANT A: E X P L A N A TOK V T E XT 

previous story. To describe the painting: It we commence from the left side, first «c see rise 
figure of a grandee or general (?), wearing rich jewellery*’ and in a state of great excitement, 
his eyebrows raised, eyes bulging out* teeth exposed, and right hand stretched out with 
the palm open, indicating that he wants to sav something to relieve his feeling 1 ' in view of the 
gravity of the situation. The bearing of the general lias cast gloom and consternation on the 
beautiful inmates of the palace: two maids of honour, who are sitting in the corridor where lie 
has appeared, look at one another in deep sadness. Their faces have been partly destroyed* 
but the features which have remained intact are extremely sweet. The head just below the 
general's hand is particularly graceful* although the eyes arc somewhat conventional; the 
artists of Ajanta evidently aimed ai producing a meditative, dreamy, spiritual ciFcct in their 
creations, and therefore they have painted the eyes almost half doled. The coiffure also of 
these two ladies is extremely pretty, and where rhe huir parts they have decorated their heads 
with pearl-strings. One of them* who is leaning against the pi Mir, is wearing 4 tunic of silk ( 1 ). 
its blue stripes on a white ground arc very effective. 

To the right of the corridor whw the general is standing is a pavilion (a princess’s?), 
where four Female attendants arc prominent. The most striking of these is the r^wa-bcarer* 
standing behind the pillow—in attendance «»n the princes*, whose figure has been destroyed. 
The drawing of her head shows great skill; the features are also charming, although the 
figure shows a touch of plumpness; but this artist seems to be fond of ttoutish figures* none Of 
lus creations being slender. The treatment of the fingers of the ckaurl-beaxcT is also extremeh 
artistic; they arc drawn with meticulous care as regards their corves. T he manner in which 
she is holding the handle of the c kauri and, again, that in which she places the index finger of 
her left hand below her chin are most charming. Indian women* while talking* often place 
the forefinger on their lips or chin to express wonder or astonishment. On the little finger 
of the right hand a sapphire ring is prominent. 

Close to the ckiiiirT-besrtr is a head, the face of which is completely destroyed, but the 
elaborate coiffure and the conventional lines of the neck may bt noticed. At the extreme 
right corner of the pavilion is another rfawf-beartr, whose bust is intact. The expression of 
her face shows a sweet innocence. Her complexion is fair, silver-grey- She is dressed in a 
jacket with a floral design, the pattern being apparently in the texture of the doth. The gold 
and silver brocades of Fait ha n, 1 like those of Benares, have been famous from .» very tarlv 
time. Below this chtntrl -bearer there is another maid of a pale-brown complexion, who is 
looking at the princess (figure destroyed) with rapt attention. She also has placed her 

ascericj, UfahSjinilta entered the city* uut standing ai the 
door of the palace, sent for his cominiadrr^tt-chJrf #id 
kiid to him, “O Genrfd, from tJiL day forth Itt mine *cr 
iny face except one serrmt to bring my fwd Aid another 
tn (iiv e nit- wuter fin my mouth in cl i trarth-bruali* W 
do you take m\ old chief judges and with thrir help 
govern my kingdom: I will henceforth Jfoc the life of a 
Huddhifpt priest on ihe lop of the palace"V Cowell* C1T, 


1 lie has a pcirh-tfcnd of tiara on hh head* and a collar of 
peart und M-pphlnc^ 4*«J x chain lutind hr- neck- He 
i« alw> wiring gold lungint (h/rii) ai \d peju J and sapphire 
armlet* (b&z£hmdf). The pari drop of the latter jltc 
Aiumtu 

1 Bar thi na of the G nrc k writers, th c .indent Pr .rtith'kJ n n 
jud modem l^ithui) is situated on the left bulk of the river 
Godlvarf, i&distance from Ajjmra being nearly a hundred 
miles. It is ill noted fur its broadts. 


to 


PLATES IX 5. X* 

Forefinger under her chin. The figure of this woman k the plumpest among the group, hut 
stjJl it 4 |,,cs not approach the proportions of rhe creations of Rubens. At the back ot this maid 
there is mother, whose head has been partially destroyed. Below the Iasi two figures a head 
may be noticed, but the fresco being damaged the body of the figure has been effaced. 
Near this head the chequered pattern of a garment is interesting. 

All the ladies in the painting have the religious or decorative circular mark (ftks). Again, a 
deep mauve or black streak between their Ups indicates the use of misslf with which ladies in 
India paint their gums and lips as an enhancement of beauty. 1 lie artist who has painted this 
subject is the same who has delineated the previous one, ‘A Bhikshu at a Palace Door* 
(Plate VU). 

The story seems to have been continued on the wall farther to the right, although the 
fresco, luring much damaged, has not been reproduced in these Plates. Four figures, however, 
may bi; made out: one of them is a woman, sitting on the ground, and her hand is held by 
another who is standing. There arc traces of the figure of a chief (?), behind whom there is 
a Female than At- bearer. 

This scene has been separated from the previous one by ' column and wall, in the same way 
as the corridor in which the general is standing has been separated from the princess's pavilion. 
In the partition-walk on cither side are openings with grill-work of triangular pattern, and 
brass water-vessels placed in the middle of them may be seen. The design of the grills 
betokens woodwork, 

A PALACE SCENE : NOT IDENTIFIED 

Plate X* 

Thit strut if piiittitd m tb lift wait of tb frmt writ. Thtfrttc* it nrnth damaged, and at tb Mtur and drafting 9/ fw 
portion.1 art frmt, tht outfit* if lb middltfart miy of tht frtm km httn tread ly Mr, Sjttd Ahmad ,md it repradttrtd hrrt. 
Tht dtserif tun grant Mm r tbits ft tb dtiintalioa of tht cmpltt* tenu m tb net watt. 

O N die extreme left of the patnting is a dark-green gateway, in which a blurred pale- 
brown figure may be noticed. Beyond this gate we sec a portico, in which a male figure 
with ugly features is prominent. Below him is a female dwarf, with a long trunk and short 
kgs, carrying a tray of sweets or flowers. Close to these two deformed figures is a young maid 
of extraordinary elegance and beauty holding a cfnturj . Her body is poised in a most graceful 
manner, the curve of the waist-line and the positions of the hands being extremely artistic. 
It is interesting to note that the painter has aimed at enhancing the artistic efleet by intro¬ 
ducing contradictory elements in bis composition—grouping a most handsome figure side 
by side with ugly and stunted creatures. 

Beyond the portico i$ the royal chamber, where a ;Vfgs L king and queen arc seated on a 

t A, powder made of yellow myrobalau, gaJJ-mtt, blue but sometimes they assume human shape. They arc easily 
vitriol, and mher ingredients. moved to auger but worthy of being propitiated, and their 

i Sdgm are >pirm dwelling in ant-liilk, wells, pools, general inclination is for the welfare of man, utpeaully in 
and lakes. They genetdiy appear in the form of a Serpent, connexion with their power over the dement of water. 


AJANTA: EXPLANATORY TEXT 

throne, and a musical performance with dance ii going on in front of them. To indicate that 
lie is a NiJga king, the artist has painted a halo of seven cobra luxith over his Ii. id, while the 
queen’s head is overshadowed by one hood only. Hie features of the king arc refined, and 
among his rich jewellery the design of the gold chain, worn between a pearl and sapphire 
necklace and long strings of large pearls, is very effective. The features of the queen arc 
not so beautiful, but her pose is extremely graceful, the curves and long sweep ot brush-lines 
intermingling in perfect rhythm. The attitude of the king and queen betrays dalliance, but 
this, according to the notions of those days, seem* to have been permkrihie in chamber; where 
only private attendants could be present. The delineation of woman in scene* where she 
appears in public is on die contrary extremely modest; mr instance, in the subject, Tadma- 
pani' (Plate XXIV), the dark princess has turned her fine to one side, just as an Indian 
woman of the present day will do when appearing Lu public. 

Behind the queen is a female dancer of pink complexion whose features, in the effort ot 
keeping rhythm, show strain; the eyes are bulging ami eyebrows raised. The position 
of her hands may appear somewhat extraordinary, but Indian dancing-girls often assume such 
attitudes. Close to (hU dancer is a female figure of greyish complexion, carrying a pair ot 
small sticks in her right hand and a tray of dowers in her Icft. 

The principal dancer is in the middle, near die feci oi the queen. She lias raise.1 one hand 
and one foot and poised herself in a most charming manner. The drawing conveys lightness 
of movement combined with artistic feeling. Site is dressed in a jacket of blue silk ("?); the blue 
colour is extremely fresh. Her bangles and coiffure have also been painted with great cure. 

Above this dancer is a musician with a reddish complexion, holding a pair of cymbals in her 
hands. Behind her at some distance is the figure of a male servant who is watching the dance 
from behind a pillar. The tense expression of his face indicates that he U closely following the 
steps ot the dancers. To the right of the musician holding the cymbals, between the pillars, 
three more figures may be seen, the most prominent of them being that shown rilling. She 
is wearing a long robe of blue-striped silk, figures of oxen and ducks appearing in die 
texture of the blue stripes. The floral design of the doth of the bodice of the woman who is 
standing at the right hand of the latter figure k equally interesting. It is .1 thin brocade, like 
Benares material. The third figure of this group is a woman with a pale complexion, who while 
watching the dancer has twisted her finger in a curious way. 

The episode seems to have been continued farther to the right, bur, the fresco living 
damaged, only a few figures can he made out. In the middle was a throne, only one foot of which 
can now be traced. Near the throne is a woman of red complexion who has elaborate orna¬ 
ments round her wrist. The manner in which she is looking up at the figure on the throne 
( uow destroyed) is extremely sweet. To the left of the throne the remnants of several other 
figures may be traced, hirst there is a head, the features of which show great excitement—- 

5 * BrJ ; manicil ^ a* *““*»tkf »I* lift, dc- VogdV tn£*n Str^t-Un { .9*6), nr Morin Wintcr- 
l !"™ a ancivintcs And k 1JlgS dwelling in 1 world styled nit*’* D<r SttrfM, rm ulMxhtr ScMt^gtwtdl, 
which aiihnugh cottigumfe ro the human Mittdl. drr <wAn>W. GatHichaft in if'lm, vnl. xi iii 
tiwW ** invisible. Far further part sen Lirs ** J. Hh. (ittMj, 


PLATES Xjj & XI 

tecrth exposed* eyes bulging, and eyebrows raised. Close to this is another head belonging 
to a figure with a grey complexion* Above these head& k the figure of a dandng-giii who has 
placed her hand on her hip in the approved fashion of the Indian dancing-girls. Her com¬ 
plexion is pale-brown; and although she is wearing elaborate jewellery round her waist and 
neck, her raiment is of the thinnest material (gauze?), the texture of which has been 
indicated by fine red brush-lines. Close to the dancer is the figure of an attend a tit, who is 
watching the performance front behind a pillar. 

The general style of this painting bears a great resemblance to that of the (wo previous 
scenes (Plates VI b and IX), and it would appear that all three frescoes were painted by the 
same artist. The religious circular marks (/■?&?) which are the special feature of the female 
figures of Plates VI b and IX appear in this subject also, although they are not to be found 
in any other fresco at Ajanta. 


STORY OF THE SERPENT : SANKHAPALA J AT AKA 


Plate XI 


Thi mhjtn jj dthntaitl thr foci «m// tht itff mik* *fo%* f fofini wll-dwr. It if rcprtJuttd m «fair P 

T l ]E story agrees with the a iiud hat? depicted in three purls* Iii the first part, 

painted in the left top corner, we see (he King of Magndha, in .m ascetic^ robe, impart¬ 
ing instructions in the Law to SaAkhapata, the N&ga king* The figure of the ascetic king has 
been destroyed, but that of Sank ha pal a h fairly intact, 5 ami he k shown fitting on a low 
cushion, white another is placed behind his back. He k wearing an elaborate crown and rich 
jewellery, among which pearls and sapphires are prominent. The expression of his face is one 
of great devotion and humility, which are further demonstrated by his folded hands. Behind 
the N$ga is a princess of great elegance—although her figure k toe? much obliterated for the 
full appreciation of her charm, She is listening with interest to the sermon of the ascetic. The 
htyle of wearing the pearl-stnngs on the sides and hack is characteristic and resctnbtes 


J I Tie Jartiid runs follow*: + Oncc upon a tame tlu; 

was bom & die wn of * King of M ffi dhl, 
who riifct to Kajagaksu When die Bodliisitmi came of 
age his father, addling the religions life, retired to a park 
anti lk<d as an ascetic. There a chief of the N£gm f 
Sai\kh.[f£U bv name t visited the ascetic from time to time 
and received instructions Eti Law. The Bgdhis&trva oikc 
riming hh father, saw Sarildjapila with h brge retinuEjluid 
be was bo much smick by the magnificence of die A 
chief that he aspired to be bom in the Nagu world. At the 
ciul of Ids life the Bodbisattva was reborn a s King Sanicha- 
pab, bin in course of time lie grew sick of the luxury of h k 
life In the Nqga world, and by way of penitence he Uy on 
die top of an ant-hill saying, ,fc Lct those that want my skin 
and flesh, let them, I say, take it all/ 1 So one Jay, when 
Sankhapala lay there, a party of him Lets who W seoifed 


nothing on tit&r day paired that way, On noticing the 
serpent they said In dremadves, * + To-day wu lave not 
caught «> much as -i young Urate! i we will kill and eat ihk 
snake-king, FT Thereafttr ihcy wtuindt-d SahkkipaLi and 
piercing hi* noisiih witIi j diarp stake inerted a cord anti 
draped him along. At this time a landowner, Ailra, fra 
journeying with five hundred wagon* in that direction. 
He was touched by die hunter^ maltreatment of ^ankha^ 
pih and he offered To them coins, together with an me 
to eadt, and had SarikhapSia rdeuseA The Bodhisattra 
afterwards reus mod to the Xaga palace and, without any 
delay, issued forth with a great retinue to welcome Mira, 
to Jits abode and conferred on him choice gifts. - Cowell, 
up. d.L, v- 84-91* 

1 There U a lialu of die hoods of seven serpents over Ills 
IkuhL 
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the style of wearing flowcr-sfrings ( 6 aJa/t 7 ) in India up to the present time. Behind the 
princess is a maid of red complexion, but her figure Inis Imicii to a considerable degree 
destroyed, so that a portion of the bust alone can now be traced. 

Below the princess is a dwarf, who is bringing a tray of (lowers to the ascetic ns an oiFering. 
His long trunk, short bandy legs, and wild expression introduce a serio-comic effect into the 
picture. The artists of A junta often bring in such characters to soften the otherwise rdigimu 
austerity of the subject. 

The most notable figure in this group, however, is the woman who is sitting in front of the 
ascetic. Her pose exhibits great skill and observation, She is squatting, having crowd her 
legs, and leaning on the left hand, which U placed on the ground, while with the right, which 
is curved, she ts supporting her head in a graceful maimer. Although the fresco is somewhat 
indistinct and partly destroyed, the masterly drawing uf the artist in indicating the curves of 
the body can still be admired. She is wearing a sleeveless, low-necked bodice which looks 
extremely effective on her graceful form. 

The floor is painted dark red and is bedecked with flowers. The design appears at first sight 
to represent a carpet, but as at Ajanta the foreground o? even silvan scenes is represented 
in tliis manner, we gather that the device had become conventional. 

The second episode of the yStake is painted 10 the right of the previous one. A large while 
snake, the ‘Serpent-King’ of the story, is being dragged dong by a party of six hunters who 
have put a rope through its nose. The first hunter, while pulling the rope, has his (ninth 
stretched (onward and his face turned back; the last, who is holding the end of the rope, has 
bent down so low that he appears to be almost touching the ground. The position of the bodies 
and the expression of the faces, indicating great effort, are reminiscent of a tug-of-war scene. 
Behind the company of hunters we see two figures watching the maltreatment of the serpent. 
One of them seems to have been touched, as is shown by the gestures of his hands. The head of 
the other figure is broken, and his expression cannot be studied. 

Just below the serpent we see a figure with a herd of oxen addressing the hunters appeal¬ 
ingly, He is probably Alara. who offers the hunters coins and oxen, one to each hunter, t.> 
induce them to release the serpent. The oxen have been painted in .t variety of attitudes, and 
the artist has availed himself of the opportunity to express his knowledge of animal life. The 
white ox at the extreme end, although iis mixzrric h destroyed, has if* tail raised and twisted 
in a peculiar manner, and the curve of the neck indicates that it is trampling the ground in 
lury, Another, below the white one, which is red, has raised its neck as if bellowing. Two, 
one red and the other white, arc galloping; the treatment of the red one b particularly skilful, 
showing lively movement. These two have black leather collars and bras? bells round their 
necks. Below the red ox we see the muzzle of a pale-brown one, raised up peculiarly. In front 
of the two galloping oxen we see Alar a going down a vale, and ultimately we notice him (at 
the leii bottom corner of the picture) with the Nsga king, isiLijklwpala, who has now assumed 
human form and is showing his rescuer a lotus-lake, symbolically indicating his palace. The 
features of Sankhapala, as a Divine Prince {BtidhiutUva)^ arc extremely graceful, and show a 
remarkable contrast to the coarse features of the merchant A 13 ra. 


A PALACE SCENE: DANCING GIRLS: M AHAJ AN AKA J AT AKA (?) 

Plates XII md XIII 

The mb}tct it pointed m the hath unlit/Ike left aide, tibeve the deer of the wend celt. The ,wj ilrtt urtvt hat ken nprcJuted 
in mrnethnmn but thtgrtup tfigtsixfgvh, kz»g in a fair Hate if frHervatim, it nproduied in «**r also. 

T O the right of the Sankhapala jataka the whole of the wail of the left aisle is painted 
with scenes which arc analogous to some episodes of the Mahajanaka Jittaka. To wit, 
the present subject may be identified with the episode in which Slvall, trying to dissuade 
Mttliajanaka from his resolve to renounce the world, invites dancing-girls. 1 We see a raja 
sitting with a princess of dazzling beauty in a magnificent pavilion where all the luxuries of 
life have [>cen arranged to attract him. The jewellery on the rajas own body is of the richest 
and choicest pattern, the beautiful crown, the exquisite ear-rings, the lovely peurl-stringv 
rhe armlets, the wrist-bands, the bangles, all set with gems of the purest nv and worn in most 
artistic fashion. The pose, expression, jewellery-, and raiment of the queen arc absolutely 
bewitching. She is attired in the rhmncst apparel, so that the graceful contour of her elegant 
form can be seen. The jewellery is almost ingeniously arrayed, bringing into relief the 
supple limbs. The expression of the face is redolent ot love, which feeling is further 
accentuated by a coquettish pose; her right elbow is resting on the thigh ot the raja, while her 
left hand touches in a graceful manner his foot. The lower part of her body is stretched 
below the throne, and the artist has taken delight in this pose to show the long sweeps of his 
brush-line. 

Despite this ensnaring environment, the raja's face indicates a calm, meditative mood; he 
is unshaken in his resolve and convinced of the transi ton ness of the world—the gestures of his 
right hand expressing the hist idea. At the back of the raja, outside the pavilion, is .1 female 
tvitfAr/i-bcarcr, the expression of whose face indicates anxiety. Below the r/w-iffT-bcarer a lady 
of rank is sitting on a cushion ,md watching with deep interest the attitude of the raja. She 
may be the mother of Mahajanaka or Sfvali. The drawing of this figure shows great skill. 
The check pattern (of black and white squares) of the doth of the cushion b interesting; it is 
a silken stuff specially manufactured for cushions. 

In the royal pavilion, besides the raja and the queen, are four figures, two female attendants 
standing behind the throne and two dwarfs seated in front of it. Of the female attendants, 
one is of a grev complexion; she holds a chnt/rl and is standing behind the queen. I he other 
maid is of a pinkish complexion, and she is holding a conch-shaped tray of flowers. The 

1 The evenr b narrated in the /dinka as follows: "Tile him coming down, she knew him nor, mid thinking tliat ii 
queen StvalrSent for sewn hundred concubines, and said t<» was a. PacCcka-Buddha, come to instruct the king she nude 
them, “If it a bug lime, four full months, since wc last a salutation and stood on mtc ddc, and the RotEhisattra 
Wield the king (iUjIdjauaka). Wc shall sec him to-day; came down from thr palace.' Cowell, op, cit-, vi. 30-t. 
do you sdl adorn yourselves and put forth your graces and * The peart drops of the ntcklacr, worn between the 
bUiH&hnmtn arid try t» tuitimgle him in the snares of large string of pearls (mJ/dJ and the small necklet (ban/ht^ 
passion.” Attended by them all arrayed and adorned, she showing apparent movement, look extremely artistic, 
ascended the palace to see the lung, bur all hough she met 


‘5 


AJANTA: EXPLANATORY TF XT 

expression of her face and the treatment of lu r fingers shuw considerable thought and care on 
the part of the artist. 

1 he figure* of the dwarfs are delightful, particularly the one sitting below the queen. I \h 
sweet features and long curly hair arc absolutely charming. The pose of the body and the 
treatment of the fingers also exhibit much artUtic feeling. His complexion is pinkish, but the 
palm of his. hand has been painted darker (greyish). At Ajanta palms and soles are frequently 
painted ol a darker tint, apparently to indicate the use of henna {Linacma alba) or tome 
other pigment. 1 

In contrast to the beautiful features of this dw arf, those of the other arc somew hat irregular 
and betray perplexity of inuui; his eyes are wide open, teeth exposed, and fingm tw isted into 
a curve. It is interesting to note how the artists of Ajanta observe the greatest care in painting 
even minor figures, giving each a distinctive character in the general scheme of the fresco. 

I he floor oi the pavilion bears the conventional carpet design, and between the dwarfs an 
urn-shaped fruit-dish (?) is placed. 2 

Iri the narrow corridor, in from of the pavilion, four female figures have been delineated. 
1 wo of them, standing by the pillars, are engaged in a the-h-ltie. One of them is holding the 
other by her shoulder; the artist is cramped for space, but he masters the situation by adopting 
this pose. Another, of a pinkish complexion, is standing near the leet of the queen and listening 
with attention to the conversation between her and the rSja. The pose of the fourth, who is of a 
greyish complexion, is somewhat unusual; she is crouching in front of rbc queen, but in order 
to watch the dance she has turned her head round. The outline of her back has been drawn 
with consummate skill. 

To the right of the royal pavilion we notice another, in front of which rbc dance is pro¬ 
ceeding, llte principal dancer is most artistically attired. She is wearing a long jacket with 
full sleeves; but for freedom of movement its sides have been so cut that the lower ends 
of the jacket hang absolutely loose. 1 he sleeves and bust arc on the contrary dose-fitting and 
look very chic, flic colour-contrast of the jacket is also happy—the sleeves arc of dark-red 
brocade, while the middle part is apparently of white silk. Her skirt (ghagn or pethwfe.) is 
quite long, and the striped design of the doth U v ery pleasing.* 

The ornaments at this dancer have also been painted with care, and among their large 
variety the iirn (thumb-ring set with a miniature mirror), the kamnphul (ear-rings with 
claljoratc design) and sar&iart (ornament of the head, comprising gold or pearl strings) 
should not be overlooked, I he coiffure also exhibits much imagination, and the intertwining 
ot the flowers with the plaits is most pleasing. The pose at the dancer is typical; one 
familiar with Indian steps of to-day could say that very little change has taken place in this 
art since the fresco was painted, almost fifteen hundred yean ago. 

• Indian ladles to this day paint their palms and sol* elaborately skirt reaching down to the anklet At 

mrh henna and other pipncttts to enhance dtdr beauty. Ajanta the ghugri « generally rfir-rt and has no pleats or 

■ Dwhcs of this form«% frequently to be found in the rufflo; perhaps the idoa of ruffles or pleats had not 
pauitiiip o Ajama. ^ dm-Jopcd at tliat rime. The ebrh is generally a stripes! 

1 lie Indian {otgfuighri) of ihc present day is an material similar to the silk of Burma of the present iky. 
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PLATES XII & XIII 

At the right hand of the diief dancer there are two more of a coppery complexion, playing 
on flute*. The orchestra comprises five artiste*; two of I hem are playing cymbals, one a pair 
of drums another a mirdang (a double drum with a narrow ring in the middle) and 

the fifth apparently a guitar, for a gourd-likc thing is visible in her lap. The complexion of 
one of the two musicians playing cymbals is pallid, and the chief attraction of this figure is the 
black trimming of the collar of her choft (half-sleeved bodice). The complexion of the other 
artiste playing cymbals is pinkish brown, while that of the drum-player is brick red. The 
waist-strip of this woman is like the modem bramfot of Europe, and it is, perhaps, the earlier 
form of the Indian chofi and ahglyS , 1 

The feature* of the woman who is playing on the miniang are coarse, and show deep lines, 
evidently indicative of old age. At the back of the orchestra a lady of dark* brown complexion 
is standing. Her pose is extremely graceful, but her face betrays sadness. Near the flute-player 
are two dwarfs. The face of one has been damaged; the other is looking up with interest at 
the dancing girls. 

Below the royal pavilion we notice a died supported on four wooden posts (Plate XII), 
The root of this shed is of small rectangular wooden planks w hich resemble brickwork in the 
painting. Lrt this shed a woman is pounding spices. Her icaturcs arc exquisite* The curry- 
stone and the pose of the woman remind one ot the Indian habits of to-day. By the side of 
ijit.- curry-stone there are four utensils: a brass pot, a drum-Like earthen vessel (or basket?), 
an urn-shaped vessel similar ip that in the royal pavilion above, and a circular dish {changer) 
with a ring at the bottom. At the other end of the curry-stone there is another woman, who 
holds a conch in her left hand and whose right hand is raised to her ear, as if to catch the words 
of some one who is speaking to her* The gesture is natural, but the hand is clumsily drawn* 
At the back of this woman is another who holds a rectangular frame. The scene represents 
very well the domestic life of early India* 

The style of architecture, as shown in this painting, seems to be that of wooden buildings; 
although in several Gives at Ellora and A jama stone pillars and brackets of this type are to be 
found, they, again, are based on wooden models. The decoration of the building with pearl 
tassels seems to be a favourite mvtij, and* apart from the frescoes, it is frequently to be found 
in the carving of the pillars. Pearls must have been quite abundant in those days, for the 
artistic fancy does not readily work on imaginary themes* 

1 The ibii h * right bodice wiih bulfelee-fcn the back shaped m from as support sht bressK* but on the kick it 
w covered and Htrin^ are tied in frani. The irigiji h is open am! Ii.ts only strings for adjurtmear. 


o 


>7 


RAJA GOING OUT TO ATTEND THE SERMON OF THE HERMIT: 

MAHAJANAKA J AT AKA (?) 

Plates XIV and XV 


1 hr ttrar ii pnutttd *7t (hr t ratt cf tht lift rat ft, hrtuitttt thi i/wn ef tht strand and third tilh. ft it rtprtdttitd m ctlwr, and 
f*r ptorp&ai tf drinii tw* htdf plattt (XF a and XF h) art gh/tn in •nontthramt. 

T HE subject is a continuation of the previous one, anti may be identified with the 
visit of Mahsjanaka to Northern Himavat, where the ascetics Narad a and Migajina 
appeared, one after the other, to confirm the king in his great resolve. 1 The Jat*id version, 
however, varies from the story as painted on the rock-wall, for here we do not see die ascetic 
(Narad a or Migajina) delivering the sermon from the air; instead, he is shown in a park with 
beautiful trees and flowers, perhaps the deer-park ot Benares, as may be surmised from the 
figures of two antelopes to be seen just below the feat ot the hermit. Although the subject is 
extremely religious—the ‘ Rcmiiidation'—yet the artist has painted it with extraordinary skill 
and imagination—the magnificent dephnnt-ride of the raja, the beautiful dresses, jewellery, 
and features of the congregation, and the charm of the natural scenery, all combining to* 
stir deep human interest in the profound spirituality of the theme. 

The story 1 $ delineated in two parts. Behind the musicians, described in the last section 
(PP- > 5 ” 1 7 )o we see a gateway out of which a raja, riding on a grand elephant, is coming. The 
figure and trappings 0/ the elephant have been painted with the utmost care; even the small 
bells hanging below the saddle arc not forgotten, white the limbs of the animal show life and 
movement, I he figure of the raja also is ingeniously drawn ; with all the equipment of 
royalty, the canopy, the crown and the rich jewellery, he looks extremdv serene, amt 
absorbed in deep thought, as indicated by the gesture of his hand. 4 In from of the royal 

1 1 he fataia version is *» fo!lews: "At that thru; (when 
Mahljuiiib nwte the resolve to renounce) an ascetic, 
named Narada, dwelt in the Golden Cave in Himivar, 
who {xmosed the five supernatural faculties. After pacing 
seven days in an ecstasy, he had risen .from hit trance arid 
was shouting triumphantly, "Oft, the hits. Oh, the bliss 1 " 
and wbik gazing with !ik divine eve to see if there was 
any one in India who was seeking for this bliss, he beheld 
Mflhipanaka the potential Buddha. He though 1, ‘'The 
ting has nude the great renunciation, but he cannot turn 
ihc people hack who follow, headed by the tjucen Sfvsll,— 
they may put a hindrance m his way,'and I will grit him 
an rxhnrtaiion ro confirm life purpose si i 11 more j” so by 
his divine power he stood in the air in from of rhr king and 
thus spoke, to strengthen hi* resolve: 

“Wherefore is all this noatuid din, a% of a village holiday r 
Why is this crowd assembled here > Will the ascetic kindly 
sajr? 

* 

rhink nor rhon hast already crossed, while with thin body 
still beset) 


J here jic still many foes in (rant,—dtvu hast not won rhv 
victory yet. 

■ • ^ 

ff ;gh thought* of «■ If, low thoughts ofself,—not this, mu 
that befits the Mgc; 

Be virtue, knowledge and the law the guardians of rby 
pilgrimage-.” 

Nanub then returned through the sky to Iris own abode. 
After lie was gone, another ascetic, named Migitjuu, who 
had just Arisen from an u.u?etic trance, beheld the Great 
Being and resolved to utter on exhortation to him lhat he 
might send tJ:c multitude away, *0 lie appeared above him 
in the air and thus spoke; 

“l (or*;* and elephants, and thev who in city nr in country 
dwell,— 

Thou h.m left ill tun all, O Jatiala: an earthen howl con¬ 
tents thee well.” * 

Cowell, up. dt., vi. 

i 1"ftt palms of the raja, being painted or a darker tint, 
f how the use of henna [supra, p, 16). 
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PLATES XIV Sc XV 

elephant is a large retinue, among whom is prominent the figure of an attendant of red 
complexion, who is holding upright an unsheathed sword with an incurved blade. 1 He is 
apparently the bodyguard of the young prince, 1 who is riding on a bay horse,* and is over- 
shadowed by a canopy. The horse is prancing so that a passer-by has been sri'/ed with fright. 
The figure of this terror-stricken pedestrian may be noticed to the right of the prince. To 
the prince £ left there is another bodyguard, and beyond him the heads of two more attendants 
may be seen, with their hair treated fancifully. The hair of one has 1 >cerj shown in clusters of 
matted lucks, while that of the other has been dressed and knotted at the crown in the fashion 
of the yogs. The attendant with the matted Jocks is armed with a shield, the hide of which 
has a check pattern, 

Wc notice another shield-bearer in front of the prince's horse, the check design of his shield 
being clearer. Shields of rhinoceros skin have been long in vogue in India, but the pattern 
here seems to have been painted upon the skin and is not indicative of scales. This shield- 
bearer is wearing a scarf or a shawl, the top comers of which are Tied above his chest. Above 
him there arc two figures, the nearer, who k looking up, being a female (?) dressed in a coat 
of brocade. The Other figure has been obliterated. T here are some more figures, three below 
the shield-bearer, and two, of dark complexion, near (lie elephant and the swordsman. But 
as the fresco is damaged the features of these figures are effaced. 

7 he second part of the story, representing the raja’s visit to Himavat, Is painted on the upper 
hall of the fresco. On the right side, the elephant of the raja and the horse of the prince are 
to be seen. The latter is held by two dark-skinned grooms. A dark-skinned makSwai is in 
charge of the elephant, and is still seated on eIjc neck of the animal, while a char kata is perched 
on its hind-tjuartcrs. A tiger’s liide shows the vacant seat previously occupied by the raja. 

To the left of these animals is the royal entourage. The raja himself, in a pose of profound 
respect, with folded hands, is listening to the sermon of the hermit. The latter is dad in a 
striped loin-cloth ( dhoii ), and a belt of black leather (with patterns embossed or painted on it) 
passes round his waist and legs by way of support. The Hindu SatmySsi and the Moslem 
Darvxsh often use such girdles for support when crouching lung in meditation. The hands 
of the hermit are painted in the teaching attitude, but the treatment of the fingers and the 
manner in which the rosary is held arc conventional. 

1 he heads of antelopes belon the hermit’s seat are, as suggested above, conventional, 
referring to the sermon of the Buddha in the deer-park of Benares.* 

Below the raja we notice a boy of grey complexion, who is kneeling before the hermit; 
his left hand is placed on the ground and with the right he is saluting. The treatment of 
hts hair is conventional, but most pleasing. I It is probably the son of the raja. Behind this 

* It is tike ihe short Nepalese sward, known as kuirt. leitjicr straps round the throat jrid across the tujchatd, and 
1 If |h* itteiuifscaticm of the subject with the Muhz- L/mbraidcreci binds round tile nose and access die muzzle, 
jdittki: Jlufci is rorrta^ thrn die prince her* is DrghSYUt The kttJicr bunds it their Joints arc deemed with 
the son of MaMjanaka. embroidered rosettes and a brge taskl hangs below the 

3 The Inppiiigi of rhe horse are mtefrsring. The lower jaw of the animal, 
idiidk ifi iyr the type with short stirrup* The trim * These feature nuke the- iflcntiticadon of the subject 

fire double and the hod-harness is elaborate. 1 litre are with the visit of Mdujiuuuti to Kinuk a little Jouhtful 
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A j ANT A: EXPLANATORY TEXT 

boy h a young woman listening to the sermon with rapt attention. She is wearing a double 
jacket of brocade* the upper part of which, dark red in colour, has half-dec vc* and h open in 
front, while the lower one, of green hue, has full sleeves and is dosed in front. Behind this [ndy 
there is a servant, whose face is turned towards the groom?; its expression and the gesture of 
the man's hand indicate that he is saying something to them. 

At the right hand of the raja is a grey figure, the treatment of whose fingers shows that the 
esoteric sermon of the hermit is being followed with attention; and .two figures to the left of 
the raja, one of fair complexion and the other a dark brunette, give the same impression. 
Above the raja are four figures; one of them is dressed in a white robe; another is a dwarf, 
carrying Howers on a tray of banana or palm leaf, the treatment of his fingers being extremely 
artistic; the third figure is draped in a long coat of brocade, or silk, with fiord designs woven 
in the texture; lus head is treated with great skill, the tong hair, the drooping moustache, and 
the melancholy expression of his face producing a life-like effect. The Fourth figure of this 
group it that of a guard, clad in a spotted coat and leaning on .1 stuff. 

Behind the hermit arc three figures: one of another hermit, which is somewhat obliterated, 
and the other two of a prince and princess, whose feature are very elegant. Although the 
number of figures in this painting is very large, the arrangement is moot appropriate and no 
effect of unnecessary crowding is fell at alb The colour-scheme also shows good taste, for 

example the delineation of lilies with their tender dark-green .talks and enow-white flowers is 
absolutely charming. 


A PALACE SCENE : RAJA GOING OUT ON HORSE BACK: 

MAHAJANAKA J AT AKA (?) 

Plates XVl-XVin 

J'** *>"ThinUnJrUnh 
& ** * ■'”> *** 

»T^HIS episode i 5 apparently connected with the cents delineated before, for we notice that 
■ ra . ) * ,,&cn &agct in a serious conversation with his consort, expatiating perhaps upon the 

Zrine haVing hCard tb ' iCTm ™ of »* hermit. The sEbjeef. aldaough 

MolrVafe f ™ a r en i lT ° m tht VCr5it, ^ of thc Cm in with its main theme, fbr 

. tahijanaka, after the exhortation of Migijina, counsels STvali thus: 

iu7.V^E" d , r 7'.’ U |' JCCtS * JI ’ fri ' nd *. kinsmen, home, and native land; 

Fc r L n n DishJv " tai "ed ho* command- 

1 ear not, O Queen „l Mtdtila, the,- will be „„ r to uphold thy hand. 


And again, 


An'evil ^ ^ ’S “ ™ le ' si ™"B » thought and ward and deed, 

An era! endmg w,U be thtoe-thts is thc destiny decreed; 

egeiar » portion, gained as alms, so say thc wise, is all our need. 1 
1 Cowell, op. dt, vl 34. 
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PLATES XVI-XVHI 


The artist '.‘f Ajantj has depicted the rheme beautifully. After the sermon of the hermit the 
scene lies in the interior of a palace. Cominsncing ironi the left ride of the fresco we see a 
pavilion in which an elderly lady, probably the mother of the raja, h initiating (he young 
rant into the seem* of rise doctrine (rtmfixation). The former ha* clasped the folded 
hands oi the nlnl in order to console her. The expression of the queen-mother betrays sadness, 
apparently in consideration of the youth of the rant. The dress of both these ladies is interest¬ 
ing; the queen-mother is wearing a robe of white mi*,' while the rani is dad in a bodice of 
transparent gauze, the tine texture of which has been delineated by white dots and lines. 
Behind the queen mother is a cbaurl- bearer (female) wearing a low-necked garment (frock?) 
of striped silk. 1 lie treatment of her hair is very IxxtutlfuL Below the figure of the queen- 
mother there is another maid, who is looking up in an excited mood; she is wearing a bodice 
of dark-grey brocade. 

In front of the pavilion of the queen-mother is the apartment of the raja, in which he is 
shown deeply occupied in a religious discourse with hk wife. The conventional treatment of 
his fingers indicates that he is explaining some intricate problem. The attitude of the raja 
expresses earnestness mixed with tender feeling, at id in drawing hi', portrait the artist lias shown 
much poetic sense. The face of the queen has been spoiled by the peeling of a piece of the 
ircsco, but her pose is quite graceful and shows thar site is listening with attention to the 
counsel of the raja. The transparent cloth of her bodice can be discerned with greater 
certainty here, for the white dots and lines showing the texture of the gau2c are clear. Bclilnd 
the raja is a thattrT- bearer of fair complexion, tile sad expression of whose face is very striking. 

Behind the rani also is a r/it/uri-bearer, the colour of whose skin, silver-grey, is charming, 
She is wearing a blue Inidice. Her features arc beautiful and resemble to some extent those of 
the Mother in the ’Mother and Child' group in Cave XVII. The drawing of her right 
arm and the beautiful fingers show exquisite taste. 

Behind the cushion of the rant another female figure is to be seen. The expression of her 
face shows astonishment; perhaps she does not understand the esoteric teaching of the raja. 
T he way in which she is clinging to the cushion is very effective. There are two more female 
attendants behind the rani, who look rather puzzled about the future life. One of them 
as holding a bunch of lotus-dowers in her right hand; but the prospect of life seems so dismal 
that in her melancholy mood she is about to drop them. 

A dwarf Is sitting below the raja’s throne, looking up at him. 

The palms of the raja and rani, as well as of several maids of honour, are painted with henna 
and the lips are stained either by pftn (betel leaf) juice or by mhsi . The hair has been 
dressed in various fashions, and in some eases t$ bedecked with flowers and jewels. 


1 The style of the garment inJicito that if is not a 

/£rf. In tk-ngaf until quite recently die mlf dress 

of Ionian was a iingle sheet fof about 5 or h yds. In 

length), a part of which was tied round the loins iuk! 

another pan worn over die head md bus?. In lUjputitm, 
011 the contrary, rise atkuF {covering for the head), the 
(dloft tighr bodice} md the ItitutfigM m ghugrt (skirt) 


liavc been in fashion for a Jong time. If would appear that 
the dress of the early inhabitants of India was of the 
simplest character, like that of the Heng.il peasant of to- 
<%> and that the dresses which wt; see 31 Ajlllta were 
adopted when foreigners fftiidfuj and settled down 

iri considerable numbers in the country. 
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AJANTA: EXPLANATORY TEXT 

In the second part of the story the raja is represented as corning out of his palace riding on 
a white palfrey, the head and neck of the horse being drawn with realistic effect. The expres¬ 
sion of the raja's face and the gesture of his right hand show rhat, although riding, he is 
deeply absorbed in some religious thought. The prince h riding on a bay horse, and betw een 
him and the rajii there is another prominent figure draped in ,i blue coat with tight sleeves. 
He has made a loop with the fingers of hit right hand and he is looking up. In front of the 
rajas horse is a cAtftfrr-bearer wearing a long coat 1 of white silk, into which figures of 
ducks have been woven. 

Behind the ryWr-bearer there are three figures; one at the extreme right corner, with a 
beard, has a very peculiar expression. The upturned eyebrows and wild looks indicate some 
danger or calamity looming over the raja. 

Alongside the raja's horse, in the lower part of the painting, we first notice a flute-player, 
then a drummer, and a little higher up a con eh-blower, whose checks arc puffed and eyes 
bulging out in the exercise of his calling. Above the figure of the conch-blower is another 
musician, who is playing on cymbals. Below him and to the right of the conch-blower if 
perhaps the royal herald, the quickness of whose movement may be judged bv his stretched- 
out hand. This is perhaps the earliest known delineation of the band expressing rapidity of 
action. In later Hindu sculpture and bronzes such a position of the hand is quite common, 
becoming almost conventional. 5 

The lower part of the fresco is damaged, but we see a pavilion of the rath (chariot) model, 
and near it the head of the raja can be traced among several obliterated figures. He is 
apparently bidding adieu to the denizens of the palace, A little farther to the right we see 
him again with some male attendants: here he is perhaps saying good-bye to the servants of 
the court. In the extreme right comer we see the rani w alking alone under a canopy. This 
scene proha bly represents the stage when Mafcajanaka Had left Siva If. 

The colour-scheme and the grouping of figures in this fresco show a highly refined taste, 
and lor these qualities it may be compared with some of the best Italian work of the 
Renaissance period. 

SHIPWRECK : MAHAJANAKA JATAKA (?) 

Plate XTX 

Xh * s ftfw “ Minted «t tht luck wall of the left title, the J»r of the fourth eeil. Thefrtteo it vmicUrvbh duenawtd 

and thru fort rept&di&id in mm&hrtmu enJj. 

T HE identification of this subject is somewhat uncertain, for occurring on the rock-wall 
immediately after the renunciation of xMahajanaka, it might seem unlikely that it alludes 
to the mishap of the prince in the sea voyage which he undertook in earlier days to acquire 
wealth in order to regumhis father's kingdom.’ But as the ‘Lustration’ and ’ Renunciation 1 scenes 

' to Wifferent from Out Mian aigruihi, i Tire Jitah irraon runs rhus; ‘Before Mahlkmlot 

which has an gening and l*c« on the breast. was sixteen years dd he had learned the three vtdeu md all 

* Compare bouth 1 iwmii bronzes am! sculptures repn> the sciences; and by tile time he was sixteen he Jiad become 
sentuig the Dance of Si v*\ very handsome in person, Then he thought to Himself, 
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PLATE XIX 

of this ySi aka (Pistes XX-XXII} ' arc also not shown in proper sequence we msv account for 
the anomaly by supposing that the painting of the *Jataka was begun on the rock-wall without 
any preconceived scheme as to the order of events, ami the different episodes were from time 
to time delineated according to the fancy of the artist or the demand of the votaries of the 
shrine. 

The subject, as painted on the rock-wall, may be described thus. We see a chief (merchant- 
prince?) sailing in a boar with several attendants. The gesture of his hands, which is rather 
convention,d, denotes that he is faced with some dilemma. Behind the attendant to the left 
of the chief is an obliterated figure, overshadowed by a canopy {chft,Jt.tr). Tint figure seems 
to have been attired in a robe and may represent Mahajanuka in a plain costume, before his 
acquiring the kingdom of his lather, the canopy above liim being emblematic of His divine 
personality. 7 he boat appears to be of considerable size, and a pavilion, similar to those shown 
in the palace scenes,* is erected In the middle of it. The hull is massively constructed and in 
its ride four courses of planking are visible above the water. The bow and Mem have carvings 
of animal heads at their ends, the eyes of the animals being prominent. A large fish (shark?) 
is attacking the boat near the stern; and a sailor has climbed up the ladder placed against the 
mast (?), and tie is Peering the boat with ,1 long pole or oar from (here. Another sailor i*, at 
the helm, but itt- the fresco is damaged in this part, his action is not quite clear. 

1 u the right of this scene, the sinking of the boat has been painted. The stem only is 
visible, the rot of die boat bring submerged nose downwards. A man is being attacked 
by fishes and a tea-monsicr. He has raised both his hands in alarm. Another person is shown 
being carried off by an alligator ■ t shark, while to get tree of its jaws he is trying to open 
its mouth. The wild stare and firmly dosed lips of this man show that he is struggling with 
death itself. One sea-monster resembles a heaver, while another, w hich is painted white, has 
the head and ears of a cab 

The end of the story is not clear, lor the fresco is damaged. At the extreme right end we 
see two figures, but their heads being destroyed their action cannot be determined. The 
drawing of the fishes is very poor, and, except for the interest <if the yitaka and the representa¬ 
tion of a fifth-century boat, the fresco does not possess any artistic merit. 

Below the shipwreck another subject was depicted, representing some Naga story; but the 
fresco is almost completely destroyed, and only a few heads can be traced. 

“I will v / :f £ th t Jtingikmi that belonged m my f.ithcr," so vessel sank the trust stood upright. The crowd on board 
he- asked his mother? “Have you any money in hand, ... 1 became food tor fishes and rortoisesand rhe water all round 
will rake only half of it and 1 will go to S-jvinri.ihhnrm and assumed the colour of blood. . , „ Now at that time 

get great riches there and will seize the kingdom/' He the daughter of (he gods named \Ianimt*klia|,T had been 
made her bring him rhe half, am) having got together biv appointed guardian of die sea by the four guardian? of rhe 
stock-in-trade lit* put it on b ard a -flip with some mcr- world. .A, she saw tin Great living she thought t.» herself, 
chants bound for Suvunuahhflmi and hade his mo tiler “IF Prince MahAjaimka had perished in the wa, [ should 
farewell. , , In -vcrven dap rhe ship made seven hundred [not] haw kept my entry into the divine assembly!" She 
leagues but having gone too violently in ib course it could rescuing Mahajanala brought him to Mithila, where hit 
oik hold out; its ptanks gave way, the water row higher and lather ruled. 1 Cowell, op. cit., vi. 
higher, the ship hcgaji to sink in the middle of the ocean 1 Infra, pp. 24-6. 

while the crew wept and lamented. . . , When the ; Plates XIII and XVI. 
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LUSTRATION AND RENUNCIATION : MAHAJANAKA JATAKA 

Plates XX-XXII 


The tMUJ ii rt ptsmtti on the wall of thr Intel ante, between the dwri of the fint and tfcond erf It to the left of the uni v- 
chamber, They <tri njrr«tiveed both in colour and monochrome, and for purpem of detail a portion of (he freece it reproduced 
m a teparate plate on a Jorge state. 


T HE subject of renunciation, being the main doctrine of the Buddhist religion* is fre¬ 
quently alluded to in the Jatakn, but as several scenes of the Mnhitjanaka story are 
delineated in this cave it appears likely that the‘Lustration* and'Rcnundatiou* painted here also 
refer to this btory. Commencing with the ‘Lustration*, we sec a grey figure (the raja electJ 
squaLtiitg on a throne, the feet of which show a design still to be noticed at Delhi and in the 
Panjab in the feet of bedsteads and small stools [f irhit). The back support of the throne shows 
chased gold work set with jewels, while figures of two goats arc carved* one on each side, in an 
erect position. 1 Two servants are pouring water from tinted metal pitchers over the head of 
the rjija.* I lie heads of the servants are covered with scarves, the ends of which* falling into 
graceful folds, may be seen on their backs. I he expression of the raja is somewhat gloomy 
and the loop which he has made with the fingers of his left hand conventionally indicates that 
his mind is already perplexed by the temptations besetting a prince's life. 

On the left hand of the raja are three female attendants, one of whom holds a chtmrf and the 
other two are bringing the royal dress and ornaments (?) on trays. The features of these 
attendants are exquisitely drawn and the highlight on the eyes and chin of the middle one* 
who is of a reddish complexion, is extremely artistic. 

To the left of the raja's pavilion there is another, at the extreme left end ut wludi a servant 
is carrying a water-pitcher. He i* wearing a short Mott, but the upper part of his body k 
uncovered and the sacred thread (janco) across his breast is dear. 3 Next to him is the figure 
of a servant who is leaning on a staff. He is clad in ;t white tight jacket and short dhoti. 
Beyond him arc two women, one stooping down to take the tray from the head of a dwarf, 
who seems to be crushed under his burden while climbing up the steps ol the pavilion. The 
figure ol the dwarf has been drawn with great care and it produces a comic effect in the 
picture. The woman, who is stooping, seems to be nude, but in fact she is dressed in a sari 
which has become transparent on account of being wet; the folds of its train can be seen 
at her back. Behind her there is another female attendant who is holding a trays her 
complexion is dark* yet the features arc very pleasing. Beyond this maid there is implied another 
figure who is holding a ckauri- t the cke/ttri is visible* but the body ol the attendant is concealed 
by pillars. 

Outside the pavilion, to the left, are beggars who are asking for dSn (alms) on the occasion. 


1 Below (he figure of the goat at tile right liantl nf the 
rajil the figure of a child may also be seen. 

1 Copper pitchers of this dtsign are still sold in the 
bazaars of India. 

3 Suck features show that Buddhist* by this time (end 


of fifth century) had readnptexi many of rhe ftiigiou* 
Customs uf the old BmhntanicaJ faith. There i> a figure of 
an eight-armed fat dwarf carved above a pillar in the hall 
of this cave, which is again suggestive of the influence of 
the latter faith. 




PLATES XX-XXII 

The lowest figure is dad in ,1 dkotS with red stripes, and round his waist he carries 3 begging 
bowl and a brass ewer* 1 His right hand is stretched out to receive alms, while in his left hand 
he holds an umbrella. The next beggar has. a beard, and the hair of bis bead hangs loose. The 
third also has a beard, but his hair has been tied in a knot on the crown of ins head. The top 
figure has a round face and is wearing a cap. At the back of the beggars two areea~nut palms 
may be seen, and in the background are some banana trees, only the leaves of which are visible, 
their trunks being concealed by the matting {chafrfl) partition set up between the royal 
apartments and the garden behind. The architecture of the apartments is interesting; the 
entire fabric ascent to be of wood, set up on pillars which are graceful in form and beautifully 
gilt and painted.' The pillars at their base are fixed to a frame of wood which rests on 
rampant tigers and hyena heads, evidently caned of the same material. 5 The design is 
fantastic, hut it El I ora, in the caning of the great Kail&a, a similar design has been followed 
and the entire building rests on the backs of elephants, tigers, and fabulous animals. 

Fo the corridor to the left of the raja’s apartment a roltcd-up curtain of grass and leaves may 
be noticed below the lintel, along the capitals of the back columns. The presence of this 
curtain, coupled with the matting referred to above, shows that, although for royal use wooden 
halls were construct ed, the dwellings of the people in general were plain and made of grass and 
similar perishable material, just as luits in the present-day villages of India are made. 

Although the subject represents an occasion of great jubilation—the ceremonial washing 
of a prince before his assuming the royal charge, the wearing of state robes ami jewels, and 
the giving of alms—yet through Buddhist teaching it is pervaded by a spirit of iiidilfcrcncc to 
worldly pomp and glory, and as a result wc see that in the second scene, the 1 Renunciation’, the 
prince has donned the robe of an ascetic. He docs not seem to have left the palace yet, fur the 
apartments arc the same 4 ; hut his belongings arc very simple: a begging bowl is in his hand, 
while a few vessels, evidently earthen, are placed in the wooden frame above hi^ head. 5 The 
shapes of these vessels are interesting; one of them is an egg-shaped jar with a -mail neck and 
flattened mouth. The fid, which is separate, is like an inverted champagne-cup,' The other 
two vessels, which are placed one above the other, have round bodies, narrow necks, and 
flattened moutlis, resembling the brass water-pots of the Madras Presidency of the present 
time. 

In the corridor, in front of the hermit’s pavilion, there are four women and two children. 
One woman U kneeling while making an offering to the hermit. Another, of a fair com¬ 
plexion, holds a bowl, wherein she has brought cither food or flowers for the hermit. The 
remaining two are of a dark-red complexion, and one of them, who Is behind the kneeling 

1 Brass twen of ihlv ihipc ate still fnutiJ fit Bengal. u his palace for four months after lie lull embraced the 

1 In rlir j\]Ah,l-uniinugga Jatuka die muster “Carpenter h accent: life. Cowell, up. dt., vi, 30. 
requisitioned by the Great Being to build a lull, Cowell, S ‘MuhSjjnaka lecrytly instructed hU attendant to haw 
op. cie, yt. 15H. some jcBoW rnbw and an earthen vessel brought to him 

3 'I he head of a Ji vena stems to he a favourite decorative fnitn the market.' Cowell, op. dt., vi. 30. 

matif at this time, for we notice bands of hyena heads on b Vessels of this kind have been found in great abun- 
the facade and main entrance of this cave* dance in the cairns of the Dec cm, 

4 According to the 'Jaitiin } Prince Mafiajunka staved 

I 


A] ANT A: EXPLANATORY TEXT 

woman, has folded her hand* as a mark of devotion.' Tile high light on her nose and chin is 
very artistic. Hie features and posing of these women are extremely graceful, and the mist 
hzs perfectly succeeded in relieving the seriousness of the subject by these delightful figures. 
Of the two children, one is between the woman with the red complexion and the one who is 
kneeling, and the other child is below the latter woman. 

[ he colour-scheme of the subject is quite effective, the bright red and blue of the pillars 
enlivening the pale green of the background ami the dull brown and grey of the human 
hgxires. < tn the blue capitals the effect of shade has been shown by dots, which is very pleasing . 1 

To the left of the hermit’s apartment the subject is continued up to the extreme end of the 
wall, but the fresco being much damaged is not reproduced in the Plates. Near the end of 
rhe wall a pavilion may be seen in which four figures can be made out. The heads of three 

° them 1 / irc and du ‘ lowest, representing a man with a white skull-cap, drooping 

moustudic, and eyes looking sideways* is very eomicaL 

! o the right of this pavilion there is another in which a raja is sitting on a throne. His nose 
shows a feeling of homeliness, for one of his legs is stretched on the ground while the other is 
tmm and placed across it. I here are also three women in litis apartment; one of them tilting 
nttr Ae feet of the rajs, and two standing behind her. The features of all three are most 
teatitiful, showang freedom and play of fancy, in contrast to the figure of the hermit in the 

Kcnunciation or that of the prince in the 'Lustration', where the artist seems to have been 
fettered by religious conventionalities. 

The design and colouring of this subject are different from those of the other frescoes of 
rhib cave, and it seems to have been painted by a different artist. 


FOUR HEADS ON A SALVER : STORY OF AMARA-DEVl(?) 

Plate XXIII* 

*■ w „„ „ 

'T.wTT damaged, hence the identification of the subject with the storv of 

with some reo*ra. V a'V 'V ^ * a “ utnm:, gga Jataka made by some iconologists must be accepted 

“ . ,n ,ht • I*"*. - *e . white structure on the top of which 

some anartn ln. fi ^k” 88 * 8 ' archi, «“«- To the right of this building there are 

08 ,hc formw or “P Jral ' »«n> it, iu which a plump 

iif his richt han M T' ““I 'TT l,Ku1s - A >' ouh S hermit (Mnhosadha?) holding a rosary 
U. his right hand looks at the heads with an expression of deep sympathy. Opposite the 

timil.r to the v conan marks iBoTbvItintl'u*"' ^ 1 ”“** """■' kl, o“'h'a (the Ore.1 Nunmii. piuMtiiu 

* The dots :ire drarrr J n the 1 ^ F™ed, which the four fail I* fol** but the Great 

(XXI 4 ). HWWchtWJW pfite Being succeed! in unravelling rhrm They ihcmefare rrufcr 

* A **"7 of four pretended wise m! ™ S enx L. Gtt*t Sdltg, but cadi lime 

Puklfusa, KSviiuk, md Dcvinda. and rhe ^ . L . : “ h c ^ghi their plan., wl J come, out triumphant, 

, ^ Aml tht ™ c rwI p or complete venmn, s« Cnwcll, op. cil, v. , 5 6-*U 
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hermit, on the other tide oi the salver, is> a prince whem touching very gently the forehead of 
one of them. Behind (he prince is a lady holding a rectangular frame in her right hand and a 
ribbon in her left, I lie features of the prince and the lady have been most beautifully drawn, 
and rhe fresco seems to have been executed by the arrist who painted the scenes from the 
Mahajanaka Jataka on the wall of the left aisle (Plates XTV-XVU 1 ). 

Below the salver there h another figure, a portion of whose head is preserved. The outline 
i>t another head may he traced at the back of the hermit, but, on account of its being outside 
the pavilion, it perhaps belongs to the figure of the hermit himself in another episode of the 
story* The treatment of the hair in both these heads is identical, and hence this conjecture. 


BODHISATTVA PADMAPANI 

m 

Plates XXI \-XXVII 


Tht subject tf painted ™ tht h,:;b wall if the latter aide. tit the left *f the ttsttthmher, and it is repressed m altar in Ht>9 
pbtet, arte if them representing the whale tf the f, etc* and the it her the bust tfihr principalfigure, Padmapttrt, Ftrfurftm 
tf detail two plates art given in mmstkrtme ah* r ditudng thr Bidhhattva t«mt ither figures. 

T HIS fresco is unanimously considered to be the thtj-tPttuvre of Indian art* The 
principal figure, Bodliisatcva Padtmpani, ! is delineated as of colossal size ^ and its graceful 
pose, refined expression, and beautiful colouring at once capture the gaze. The artist has 
represented in this figure all the qualities which youth, high birth, noble character, and 
religious temperament can combine. The body, although not an ideal specimen of physical 
culture, yet has strong masculine limbs, a broad chest, round arms, and a well-set neck- The 
facial features are most elegant: a high intellectual forehead, large meditative eyes, aquiline 
nose, and firm tips; the raised eyebrows and the high light on the nose and the 
chin give an air of spirituality to the countenance. The complexion is equally refined, a 
pearl-grey with warm brown flush, perhaps indicative of the glow of youth. Long black 
hair in the hermit fashion falls uncoiled on the shoulders, while there is placed upon the 
head a high crown set with choicest sapphires, emblematic of royal birth. The jewellery 
is not profuse but h select ill type; the pearl and sapphire necklet contains the finest gems, 
and the design of the longer strings of pcarb and the style of wearing them across the chest and 


* The rectangular frame may be a wcaving-fraitic. 

* Htc form iiodhkaitva in the beginning was applied to 

every member of die Sang/tn or Holy Order] but I WtT 
[the period of the Gandlura sculptures} it was restricted to 
th(«e « nly who possessed extraordinary virtues. Among 
ihfi distinguished class, live (according to souk, sixj were 
considered fo be ditinc and to Bhj/drti Ruiiilus 

and their respective sditii, PmJniapoLnt, ‘the tatus-tuixled’, 
:s one of the divine BuJhi-.iin.i*, and lit- ji aj£U*ied 10 
the Dhyuni Buddha Ami tab) Li uid the jirf/r SMndari. 
According to Unddlu?t scriprurev I’adnuplni has been 
performing the duty of Ruddha since the disappearance of 


Gautama, arid he will continue to do so till Maiirryj., who 
is now in thi- Tuiitt htavtfl, descends to earth. 

3 The fresco being damaged, the tegs of the figure from 
a 1 title above the knee are missing. The mtisurtuncms uf 
the figure in its present condition art as follow;; 

Height tffigure - from crown to a little below live knee, 
5 ft. 9 t in. 

Breadth ; from sliouiJer to shoulder (acrces the chest}, 
2 ft. 5| in. 
fl diil: across I ft. 

Arm. across, 6 in. 

Facts Forehead to chin, j ft.; jaw to jaw, 9 in. 
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round the arm arc highly artistic. The scanty dress perhaps suggests an ascetic life, but 
fig vires of rajas have generally been painted at Ajanta without a fly upper garment. The 
clothing round the loins in this subject is apparently a dhoti of striped silk worn in an artistic 
style. 

The pose with a swing at the waist-line, although somewhat conventional, is yet quite 
pleasing, producing a lively idea of movement in the figured In the right hand rhe Rudhi- 
sattva is holding a blue lotus, suggestive of his title Padmapani and vilso emblematic oi purity 
of character.* The fingers of the left hand seem to be contorted in a conventional style; but 
as the fresco is there damaged it is difficult to criticize them properly. 

The light and shade have been carefully marked , 3 and a life-like elleet has been produced 
by the accentuation of the dark-brown outline. 

Apart from the merits of the principal figure, the composition of the subject as regards 
delineation of minor characters atnl beauty of environment exhibits a high intellectuality and 
great artistic fancy. For example, the dark princess , 4 to the left of the Bodhisattva, painted 
almost life-sized is by itself a tour de force. The artist has painted her as swarthy simply for 
love of contrast to the pearl-grey complexion of the Rodhisattva, but the treatment of the 
limbs is exquisite, show ing much feminine charm. The serenity of her face amply atones for 
her scanty clothing, which comprises only a bodice of fine gauze , 0 and a short skirl of striped 
silk. The irregular lines of the upper part of the latter garment show the caprice of the 
artist’s imagination. To brighten up the otherwise dark complexion he has thrown a high light 
on the nose and lips and placed pearl ornaments around the body. The ribbons hanging 
from her right shoulder are also artistic. Her general expression, however, exhibits restraint 
and modesty combined with an air of meditativeness, which, by means of special delineation 
of the eyes, is a general feature of all the figures at Ajanta. 

She also is holding a lotus in her hand, apparently to indicate that she is the consort of the 
Bodhisattva. The artist has attempted to indicate the grace of a matron instead of that of a 
young damsel, and her pose in being slightly turned from the Rodhisattva, to whom the public 


1 Tile |H*k: itrigitull) »eem> in have been adnjitcd frmi 
the dancing ami tide. 

; It ttiav Ik- intending £o note tin: in lilt Mughal 
picniTti of Ifvdb a favourite po*e for s king or queen is 
with a flower in The bund. 

I he lint of the neck below the ri^ht jaw [§ dUrkei^aud 
again the left itdc of the face ri browner than the put of rhe 
face shawm in the li^hi 

* At Ajuiu there &ttm to have been no colour di*tiiK- 
dur j fair i^jla ami dark queers ami vice versiq have been 
Suim-d frequently wirhm.i any idea of derogation. The 
genera) colour *4 I he *kh\ i*, however! dark hrowU) which 
fairly repre^itarivc of the Indian Comptcxion 4 To this 
getuivd colour, K-metiruesa gqlskti bye, or a pinkish tffm 
hiw been given, apparently to show the state: of health or 
the miHxJ. '['here ire also %ure* of brick-red itm \ tfaik- 
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green (livid) complexion*, the fanner generally represent¬ 
ing farmer*, workmen! md people of lower classes* who on 
account of their profession are eiposed to the sun, and rhe 
Iacilt used tiliter figuratively for people living in wood*! 
for time who have livi.-d morally a wild Jift% and whose 
faces have Actually rimicd grerfu 

1 1 Tfcf le:g> nf ihik figure artr albo mining. It* rtcaliunc- 
ramts in its proem condition arc as follows: 

Htigh ?; fn*m crown to a little above the knee* 4 it. 5 j in. 
hrtadth\ across [he shoulders* \ ft. § in. 

If tiisi: 9 ill, 

IfrfaiV I hr wain hnri across 1 ft. J in„ 

Fatt'. length 9 in.i breadth} 6 in. 

6 It is difficult td trace the giu/.v of thr bodice m the 
Tcproductiuri, but mi the original fresco It can be discerned 
in Bite brush lines* 


PLATES XX 1 V-XXVTI 

gaze naturally will be directed, ts yen' characteristic of the habit of Indian women when 
appearing in public with their husbands or relatives. 

Behind the Bodhisattva and the black princess is a female oW/f-taarcr of rather unusual 
features. Her long blue coat and peculiar head-gear, with four upturned embroidered Haps 
and a conical top in the middle, suggest that she is a foreigner, 1 perhaps one of the Scythians 
who had embraced Buddhism in considerable numbers at this time and settled in the Deccan.* 

At the right side of the Bodhisattva is a dark mace-bearer who has raised his finger, perhaps 
to indicate that he is in watchful attention to the command* of his lord. The figure is burly 
and the features rough, appropriate for a guard. He is wearing a long white coat, apparently 
his uniform when on duty. Between the Bodhisattva and the dark mace-bcarcr there are two 
other figures, one male and the other female, both of a dark complexion. Their features, 
however, arc obliterated, as the fresco is much damaged at this place. To bring the figure of 
the Bodhtsattva into prominence these two figures have been painted short, their heads 
reaching only to his waist. 

The background of the picture also shows much vivacity. Upon conventional hills, which 
are suggested by red bands, 3 we see monkeys frolicking about, and higher up a pair of pea¬ 
cocks crying with joy. The male bird has raised up its neck, the beak being open, while the 
female is listening to the note of its mate in an amorous attitude. 

To the right of the peacocks is a grove, whence a human pair are watching the Bodhkittva. 
Tile female is leaning on her partner in a loving manner, with her left hand placed on his 
shoulder and with the right caressing his arm. The features of these two are obliterated, bur 
they seem to be in a joyful mood. 

On the left side of the fresco at the top we notice two gandharvas (Hying figures), one male 
and the other female. The upper parts of their bodies are musing, but the lower arc intact and 
show them Boating in the air, The male gunMarva holds in his right hand a sword erect, 
while in the left was perhaps a trumpet, but this is not clear now. The female figure has 
clasped the shoulder of her mate and, supported thereby, is drifting in the air. Below the gart- 
dharvas are two kimnv'as (heavenly musicians) with human busts and birds’ leg* and daws. 
1 he lung dark lines of surma (eye-powder) arc very prominent in the corners of their 
eyes. One of them is playing on a harp, the form of which will interest the student of the 
early musical iimruments of India. Lower down, a little above the shoulder of the Bodlu- 
sattva, is a pair of dwarfs (cherubs?) who are moving their hands and legs a taut to convey 
their sense of extreme joy at the sight of the Bodhisauvn. 

Below the gatidharvns there is also a happy couple, a fair raja and a dark queen, sifting in 
an amorous altitude anil watching the BodhUattva from their hill retreat. The pose of the 
queen h extremely graceful and show* much artistic feeling. The belts ot hills continue at 
the back of this happy couple, and higher up we see some monkeys and also a lion. 

* According to wmc scfiukrs, the Vital aka kings, die country now called the Cent ml Provinces, 
nrulcr whose auspices some of liic monasteries of Ajanta + L ips of this kind arc still in vogue in Turtktan. 

were excavated, had foreign bit**) in them. F urther, wc 3 I lids at Ajanti have often been suggested by such 

tind inscription', at Nisik and K.irTi nictirioning llir names Lunds, which in some ci-h-s have ulv been used partition? 
of certain ) A satrapy was alto established in la separate one subject from another. 


2 9 


A-JANTA: EXPLANATORY TEXT 

The restraint and austerity expressed in the figure of the Bodhisattva and that of his royal 
consort are delightfully balanced by the mirth and glee of the animal world and the heavenly 
beings; and the rhythm of this spiritual rheme obtains additional grace by a tasteful contrast 
of colours, the pale greens of the foliage merging into the scarlet of the belts of hills and the 
fresh blues of the birds' feathers, and the drapery and jewellery enlivening rhe dull flesh-tints. 

Apart from the marvellous effect of the picture as a whole, the student will find delight in 
many a pretty detail; for example, the delineation of the arcca-mit palm and the afoka tree 
leaves is extremely artistic. Again, the placing of black dots on the green background behind 
the crown of the Bodhisattva has added to the perspective effect. 

The name and Jiistory of the artist who painted this wonderful subject will never be known, 
but the fading fresco, as long as it survives, will tell the story of the genius and skill of its 
author in most eloquent terms. 


TEMPTATION OF THE BUDDHA 
Plates XXVIII and XXIX 

7 'hit ml}/; 1 1 1 painted »n tkt t?ft wall of the antechamber. It it nprtduttd fath in tslsnr and moHixhr/mjt. Tht frt}Ci it, 
hmtvtr, much damaged, krgt htytn sf it, at hath Up and bsttm, having ptettd off. 

I I is a legend in which Mara, the lord of the world of passions, comes to Gautama 
(Buddha) while he is practising austerities, and tempts him to abandon his striving. The 
story is not to be found in the Pali Canon J ; but in larcr commentaries and works it is narrated 
with much play of fancy, and it is also referred to in the Jatak* iA At Ajanta the legend is 
sculptured in Cave XX\ I, but it is delineated with Far greater vivacity in this fresco. 

lo describe the subject: if we commence at the top left corner we notice a witch with 
crooked nose and protruding eye-balls. The cast of her other features is equally hideous and 
her breasts are loose and hanging low. She holds a poniard with a curved blue blade 1 in her 
right hand, while she has stretched out the left at lull length, with a finger raised warningly 
toward* the Buddha. 

In front of the witch is a green monster, with the head of a ram, holding a staff or sword 
in his right hand and another weapon in his left. Beyond him was another ogre, only the leg 
ot whom can now be traced, and farther on another giant with the head and fin of a seal. 4 

Commencing again at the Icit side, we sec below the figure ol die witch a stalwart warrior 
holding a sword in his right hand. He has turned his lace aside in anger, which is further 
expressed b) hi& contorted features, the drawing of these being very realistic. Below this 

in (lie iMJ of rrutli and xp«,Jcc <sf how the daughters of 


i Hioruss Lift tf Buddha, pp, ji ff. 

: !n the PafichagUTu jitnka (No. 132) the following 


litiK, recited by iho Masrer, tic quoted: 

Mu all their danling beauty on they came, 

—Craving and Hate and Lust. Like cottauMfewn 
Before the wind, ihc Master made them (iy.' 

Farther down we read, 'After he had recited the tutU ____ __ _ 

ri^r through W the end, rhe brethren met together XXVUij, j^rcanU tr^edhVthc or^Tnul fasc* 

3 ° 


M'lra. drew m-;ii in aJl iheir myriad charms yet (ailed to 
seduce the All-Enlightened One. For he did not so much 
oj’rtl it it eyes in look »p'in them, so marvellous was he I' 
Cowell, up. cit., i. 288, 

J I he blue colour convent tonally represents, steel, 

* \ hirst Figures arc not dear in the reproduction (Plate 
fVtrrif 1 c...,_ 1 _ 1 t.. a •.- , t . 


plates xxvm & xxix 

warrior arc hvo figures; one of them is of a monster with a boar's bead and human body, who 
is armed with a mace which has a circular top. The other figure represents a dwarf with a 
round lace, bulging eye-balls, and very wide mouth; the expression of his face is one of anger 
combined with despair. Farther to the right is a prominent figure of dark-brown complexion; 
he is probably the general of Mica’s army. The harsh lines of his face, the tight lips, and 
stretchout hand show great wrath. He is holding a long blue sword in his right hand, and 
the knot of his scarf is like the bow -knot of the Europeans of the present day. 

A little above, to the left of the general's figure, is a red monster with a large head and small 
hotly. He h glaring fiercely and opening his mouth with liis little fingers in order to 
frighten the Buddha, The figure, grotesque in design, produces a serio-comic effect in the 
picture. A white owd is perched on the head of tliis monster: in India the owl is considered 
to be the harbinger of bad luck. 

Coining down, and starring again from die left, we notice a green figure, the features of 
which indicate a life spent in vile pursuits. He is raising a blue sword; but his face shows 
despair. Close to him Is another figure, balancing a short spear with both hands in order to 
hurl it at die Buddha. T he drawing of this figure, alt hough some what obliterated, exhibits great 
vigour. At its left hand is another figure the features of which are dumpy and distorted, their 
ugliness being accentuated by the high light on the lip and nose, This figure also holds a spear. 

Below ihe green monster are two figures of an ash-grey complexion, but their outline 
i.% obliterated to a considerable degree. I o their right is a bowman, which figure again is 
indistinct. Further to the right is a bearded shield-bearer, the features and expression of his 
face showing great imagination and study of human life. 

Around the figure of the Buddha, which w ill be described later, is a bevy of seven young 
damsels, five in front of his scat and one on each side of it. The exquisite features, graceful 
posing, and sweet expression of their faces remind one of the feeling of Raphael’s school in 
the delineation of female figures. At the right hand of the Buddha is a dark-grey nymph, who, 
with the light of love in her eyes, looks appealingly at the Great Being. Her left hand is grace- 
lully placed on his throne, while with the right, curved in a conventional manner, she is 
communicating something. 7 he conception and skill of the artist in depicting this exquisite 
figure, which is so life-like in expression and so artistic in design, are absolutely amazing, 

1 he damsel on the left side of the throne is also painted with great care and thought, but 
in the delineation of her features the sense of proportion is not so refined as in the previous 
figure. The eyes seem to he much too large, so perhaps the nose, but the drawing of the 
fingers and nails is exquisite, showing great elegance of form and suggesting that care for 
their beauty which characterized the women of that time. With her left hand she, in a 
conventional manner, is suggesting something to the Buddha, but the expression of her 
face is rather sad, apparently at the failure of her mission, 

1 he figures in front of the Buddha’s scat are much damaged,so that their expressions cannot 
be studied with certainty. One of them at the extreme left end, below the right hand of the 
Buddha, holds a white pot, containing apparently some intoxicating juice. She may represent 
the Indian goddess {spirit) of wine. The pair just in front of the seat arc casting ogling glances: 


A J ANT A: EXPl,AMATORY TEXT 

ihiv arc in,t do&c embrace, afltl the waist of'one is exposed to the hips. The attitude of ilic 
pair to the right of rhese is similar; one of them is apparently demonstrating the charm of her 
firm breast by holding it in one of her hands, while a finger of the other hand is placed 
coquettish]y on her chin. These seven enchantresses are apparently the daughters of Mara, 
deputed by film to ensnare the Eiuddha by their charms. 

t! the right side ol the fresco I here is an army of monsters, more horrible than those 
delineated on the left. At the top was tin ogre, of a pinkish-brown complexion, whose form 
and expression, owing in the fresco peeling off, cannot be discerned now. Below him is 
another of a whitish complexion, whose figure is intact, and in him the artist has painted 
perhaps the ugliest monster of the troop. He has no nose, and the upper lip is cut to a tri¬ 
angular form, thus exposing the teeth. A blue viper is coming out of his mouth, while the 
li.nr nl hb head in erect and the expression of his eye is mosr uncanny. Next to him is a 
cUvaM showing much resentment. He holds a spiked weapon in hit left hand, and with his 
right b communicating something to the Buddha, To the right of the dwarf is another 
monster, with the muz/Jc of a Iwar. He holds a blue sword in his right hand. 

iJi Ime .tic v.monster the artist has painted a comic figure with a large head and short 
limbs His di.iggy eyebrows, large rolling eyeballs, dumpy nose, and ugly mouth are repul- 
f.i a degree, but ins action, in exposing his teeth hy stretching wide his mouth with Ids 
urn little finger* in order to frighten the Buddha, has imparted considerable humour to the 
sub-jut. | ■> the right ut this figure is a warrior in an excited mood, flourishing a dub or mace. 
Ilic klicit tii lii% *carf h worthy ul notice- 

t (lining tardier ■bnen, we notice a green patch, marking the position of another monster, 
tw gyre ut which is now obliterated. To the right of the green patch is perhaps Mara 
■rrmc I, st.induig jn 3 it.itt id extreme despair. His hands are placed on waist and hip, and 
bice ts turned to one side to show hi* humiliation and dejection of spirits. Two children, 
7' *■ tL . 1 ' \^ c ' arc inking at his face in a mock-surprise fashion. 

tie w r it figure oi Mara the !reset) is destroyed, but farther down it is in places Intact, and 
turn Jt*. ur%> may la 1 traced, two of them being ol a dark-grey complexion, and two fair* Their 
i.kc-s and posing indicate either resentment or despair, 

i ^ Uir itf f * u ^ l1 ^^ba,whiclilspstiiitcd in the middle, is conventional. He is sitting cross- 
r,^. n a j i kt3 1f;jt[v i ukxhI, with the fight hand lowered down over the knee and the palm 
" MU r lt ^ 1 in III* lap in the MiJ/tfe trJtrim/fJrfi (earth-touching tit til u Jc), 

C rt V*!' 11 ' K|I1U * s but the right arm and half of the chest are exposed* The 

lil w j T U . Tj.°J ;lLCnun[ ^ die damage to the fresco, arc somewhat indistinct, hut the 
tf \V \ 1 i.7 ' 1 H , 1 f , * 1C c: ‘ r fhMigatcd in the conventional style, and die hair curly and 

lt*i p [ . Tr *5 iroH ^ 1 il hovc which 1$ either :i gold ornament or the conventional 

effulgence radiating from the hair. 

Cor»!«Tl rr* T ,IiC c , nUrc % ttrc Nearly indicates that the artist has had some prescribed 
Z ?2 ***"*'« V°'T w«H have ken , sin. The tftUrt fancy and «« »< 

' K 0,iw l,anJ -« airtply demonstrated in [he delineation of llie army of Mira, 

A 4 irrT, lirr it yfcwi no! appear to In a robe. 




N. ATI-S XXV III, XXIX, & XX V 

.i motley tr. -w.) varying iron, most beautiful dwtud. to ihr l,,nnir„ Imp, an.l mew nb.«,uuH< 

,f> " ,cs ’ lc uf cw '* 1 of ,1,csc figures is marked with character, .m.i rhrit dcliuoiioti 
reflects deep observation and dwe study of human nature. The genetal effect ,l,e ire,... 

IS. however somewhat grotesque, Jnd like many a picture ..1 u das.... otlter countries it will 
appciil to religious-minded people only, 


A BOD IMSATTVA 

Plate XXX 

Tt» tbUinv/Ufthttuukmbr.tofawhitfihrd** *//A, n f.„ w , < , W(1 / 

W*l ihtrtfort npraibuti lii mmtKhrtm* tnij. 

Tp® Jjft h:ls figure of the BddKkum (Avabkit^vanf) on ead, 

A *“ C , thc ot I,1C ^ ,ritlc » <&# rafhlfai. These figures ,m mudi inu^ |».,i the 
pomo/is r>l (Item winch arc mtactshowgrcBt poetic feeling, Hi the figure on the righr-h iml i,!c 
nt the door, portions ui the Jl«ad, right thmildet, bust, and left i«nn arc preserve,I, the t«. t 
I>ang in the best condition. The modelling of the dhow ami the finger*, with their delight fid 
curves arm deep-set n:ul f| i* atoolutdy charming, hut the type <if beauty Js more lu-dous than 
vigorous I he round, supple elbow. the ddicatc, wttsitivr fingm, the .^tiUit* jewdlcrv. and 
Me < digliltut lotus-flower, so delicately held, nil convey a sense of femininity 11 It m ,m 
ttnprCKioti ot robust manhood. 

Hie head of the figure i* much damaged, hut the face is more or leis infucl, king murid 
an “ W f. r ; n S medimrive expression, the effect ol whit I, i> tY„t„terh a hinccd by the [vmirn.ni 
coil* of black hair spread over the shouhJera, rite princely crown, the rich jewellery, md mfier 
ornamental features 

T}ic delineation of the minor figures m tliis subject exhibit* .1 fine whm: „| comptmtinfi, In 
the top left-Jrand corner vve notice a happy couple watching the BbdluHicvj from ilu hilb.< 

* he fresco lower down on this side is completely destroyed. \t the right-hand 1 tamer of thr 
resco there-h another happy pair sitting in a joyful mrx>d,* Below them, on iht bills arc Ufi-] 
urn Ins wife, the former looking with rapt .mention at the bodlikirn t. The feature* of fhr 

uJ arc characteristic, and in his left hand he holds a bow and .t sJicaf nf orr«iw>, ritewauu! ■ 

■'km^ towards her husband as if to communicate tunic thin a. a basket of mat-work 1 1 

hung, hdow her wrist. 

doming farther dow n we see a pair of dove cooing with joy tt the sight of the Boohi'suriva. 
Jhev have stretched (heir necks to express tlicir feelings. Lower di-wn i* .1 !;■!■, di r, 
offering flowers to the JJodhi&ittvrt. lire delineation ot the tips of her fingers and lud 1 
•'giitn extremely artistic. At the right hand -if the lidy, near the feet 4 the liodhk,fh. t( , the 
teat of another woman, 'the Mptewon of her eyes and the wide open tnmith clearly 
indicate that the glory of the Divine firing has amazed her. 


flic tlelirwmitifl r^f tlir hiiK i\ con ven Anna! ‘I he 
fl “W Atr nnf f.% frpToJucrif in 1’Ure XXX* 


1 Th-.puif Kftft ri<!f been f srpr^iluiZTtf in Plifr XXX d. 



A J A N T A: E X PL AN A TOR V TF X T 

The subject is more or less repeated on the left side of the door of the shrine, 1 excepting the 
figure of the Bodhtttittva, which is different, the face being rather plump and the complexion 
golden-brown instead of the silver-grey of the former picture. The repetition apparently 
indicates that the artist had to paint the subject according to some prescribed scheme, 
without any choice on his part. 

The painter of these two Bndhisattvas and rhe 'Temptation of the Buddha’, us shown by the 
style and technique of these subjects, appears to Lie the same artist, whose extreme love of 
elegance and delicacy of feeling in the treatment of female figures may be highly admired, 
lmi his art in the delineation of male figures, such as that of the 'Bodhisaitva with the Beautiful 
11 .3 n d , is freakish and smacks of the verse of many an Indian poet in its effect of over -sweet ness. 
His genius and skill must have won the highest approbation at the time, for rhe painting of 
the antechamber would nor have been entrusted to an artist of ordinary merit. 


BUDDHA IN VARIOUS ATTITUDES: MIRACLE OF SRA VASTlf ?) 

Plate XXIII h 


Ttui takjtetm>m (hr t vht>it if thy right u a/ftf tht /mttrkm&rr; hut 
fi/ if f'j reproduced here in Mtntfhrmie. 


it; the fntcc fun dftajvl f m tevrntf placet snfy ft ptorfim 


T HE artist has painted the figure of Lhc Buddha in accordance with the religious canons, in 
different attitudes {mudra*)* The Great Being is dressed in robes of various colours, 
grey ami green, and his right shoulder is in some figures covered and in some exposed. The 
treatment of the hair, the lobes of the car, and the hands is conventional; the expressions of the 
lace arc stereotyped, while the bend given to the necks of some figures is rather inartistic. He 
is delineated both standing and seated, his head encircled by a halo, and cherubs are bringing 
olRrmgs. I he figures ol the latter arc delightful, but the really charming feature of the 
subjeet js the design of the torus-stalks which entwine the Divine representations. The fancy 
and skl lli thc amst 10 depicting the different varieties of the lotus-flower in successive stages 


1 The grouping of dip figures Eli this fresco & as fellow*: 
At rhe tup left-hand comer arc a malt: and female figure sit. 
t i ng n i u n amor< ius pow ficlmv i hem is another pair, stand. 
ingon the hilts; the woman has clasped the shoulder of her 
IniSbnit Farther down area pair of dove*, cooing with joy, 
® 0,1 sl'k ff the door of the shrine. Hdnw them 

,s a tody who is bringing a tray of large IntuHlowen to 
offer them to thr flodhitaltn. Farther down the head of 
another woman may Ik rmc.-Jt she »looking up. In the 
estrone right-hand cm-:? of ,ht r„ p „ another pair; ihc 
Li-jd i>f die iuji' figure L very handsome, whiir the postr 
of his partner Indicates shyness 

1 7? le Pdncip*! attitudes ate (i) the Dhmmotal rj or 
I etching, in which with rhe lingers of die nghi hand the 
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tipv of lonst of the ringers of the left hand arc held. In 
tht V iw alcanna cave at Mlora the figure of the tfiiddfu is 
repeatedly carved in this attitude. T lc Es holding the tip of 
the little finger of his left Imm! with those of hit right, 
giving a chance to the uninitiated public to make the 
amusing remark that die god hi> cut his little finger and 
; s holdsn^; it to relieve |h< pain, (2) Dhyanti or Meditative, 
in which both the hands art' placed ill the lap, one above 
thr other, with the palms open. (3) Ahh,rya nr A&utMicv, 
sit «fiicli the right hand is rtm.-J wiili the elbow cunol 
and palm exposed, and the left placed in the lap. And 4) 
hhutpitria nr Farth-nniching, in which the right hand 
hangs low with the [halm apowd and the left is placed ill 
the lap. 


PLATES XXIII i & XXXl-XXXIJI 

of bloom, with all the beauty of its. delicate stems, arc absolutely marvellous, in the enchant¬ 
ment of such an environment one can visualize the dream of the pious Buddhist, of a vision 
of rhe Master in a thousand forms in a heavenly orchard of lot vises of the purest colour and 
loveliest form. 

The subject lias been aptly identified by some scholars with the Great Miracle of Sravswtf, 
in which the Master, to outwit the six wise heretics of Rtjagriha, rose into the air and caused 
flame* Oi fire and streams of water to issue forth alternately from his body. Afterwards, he 
appeared before the assembly seated in the attitude of meditation on a colossal lot us-flower, 
and made to spring from his body a multitude of Buddha figures in a variety of poses, 
sitting, standing, lying down, and walking, 1 


OFFERING OF LOTUS-FLOWERS TO THE RODHISATTVA 

(VAJRAPANI?) 

Plates XXXI-X XXIII 

Thii iuhj/ci r* fmnttd m tht luck \uali tf tht m*tr unit, to th* tight tf the tinttehumh/r, and it nfr-tuttJ in thrt* tthnr 
?UtUu m* if them rrprcuvting (hr t vhete ff t fit/r/sec .mi/ tht ithrt tU* tht hush cf tht Bcdhiutttnt amt if n Umt firm fit. 

T HE identification of the principal figure of this subject with VajrapftyV as made by 
some scholars, is not very convincing, for the symbol held in lib right hand is more 
like a half-blossomed lotus-flower with a delicate stalk projecting to the right of his 
thumb 3 than the end of a vttjru Y the symbol for a thunderbolt. The identification 
is apparently based on the analogy of some of the Buddhist caves at EJloru, 4 where 
figures of the Bodhisairvas PadmapSni and V’ajrjpani are carved in the antechamber 
oi dvtirapiiltii, bin the symbolic lotus-flower and vajrst are each absolutely distinct 
there and Jo not leave room for doubt as in the present case. The figure may with 
greater certainty be identified with that of the Bodhhattva Avalokitesvara,- fur we 
notice the representation of a seated deity, who may be Amitabha, in the crown 
ot die Hodhtsattvn. Avitokitcsvara has frequently been sculptured as a dvSra- '-AJkv 
ptihi in Buddhist shrmeC the image of Amitabha being the salient feature ipr his identi¬ 
fication. flc flu- most esteemed Bodhisattvu of the Mahayana pantheon, being styled 
Saiigharatna, or the Jewel of the Order, 

)'hough rhe identification of the subject may be uncertain from an iconographic point ot 

1 Sn DhyiSuriitu/iitf XU, train!, by Burnout, InaidL. i The Bodhaartw with the bwittful Iioqi) nlw tiolka 
PC jinii KockhUft Tht Lift of the Bktidhtty p. 79. fibwer of CKiaJy die ami- form, 

* Vajiapfi^i t> one of the JMne Bodhisattvasj he b * The Do Thll ami die 1 til 1 hah 

affiliated to the DhyUnJ Buddha Akshohhyaand ihc Buddha- ' According to thr Mihiiyj™ pantheon, 

'.rltti Lqchul Kor further particulars see A- Gttty, Tht iv^rj js regarded as having ■-man.itcd from til*? Dhjilnl 
*f Sorthtrk Buddhism fist i_*d.), pp. +S-50, at id Buddha AmitjbJu, and his &dtti Pdndirj. For further 
(ihinwidd, iimiJktitichf Knnst (English T ratwTfl tnm], particulars we Getty, Op. cil., pp. 
p, 9°. * Fof rumple in Cave If at Eltora. 
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a J ant A: EXPLANATORY TEXT 

3 ' h I 'I'* 0 h 3 u C ”, "*""** of • Prin« of the Eiuth «d .he 
1 A H’ bc refined features, shapely pointed nose, large eyes, 1 firm Km 1 beautiful 

round face, and graceful limb all indicate high birth, white the expression of' a« and 

j^KTlT of *“ U | 7 ““T, ° f ma W 0f ,hc 5 P iri ‘- The dctincaLs of the 

{__ “ 7’ ' P , f T, C ***** tl,c ‘■“‘rictnand armlets,shows much delicacy of feel- 

mg and artistic taste. The pose is equally graceful, and the cause of the bending in hi "sc 

" P } ’“" d 0f " ,C ,i0d,li “' m “l P^ d f- support on an adjoudng 

and Va^ST lS'<"'' bT T’, ,ht h '; d , y in ,hc fohi<m i£ to the waist, 

I. the poetic conception and exceptional skill of the artist 

* "TT* bC be<U : r «P^“- - «“riying the minor 
of the Bodhisaltvn r; m 'V* ,ln ’ 1 -’ '■ ,h r figUre 0t ,lw ul11 ra “ister, hclmv the tight hand 
red“fSk i ?r ^ 0 *."> 50 *"»» «■> P«*« in technique and so 
features, " T’ " ith ^ ^ 

teS 2-rrc 't ,he rr*™- [ic - 

Tlie features of the rSia arc well cur and ' S ' >’? ry t,3s hin > »‘th a»c. 

contrast between him and the Bod hi " r . 3,1,1 drcss mosl becoming, but the 

the inferiority of worldly pomp and“ut™urieT\?c"l' ^ »n«t has aimed to show 
sisting of three scant.; , 1 , r , ! y ' 1 ? c <lc!l S"_ of ‘he ear-rings of the raja, con- 

Again the check and strine n '* * X ,'" 1 ln . '' 1 l'! 1|lrc (•) hum a small link, is interesting. 

design Lt,t* rhetlv" c rrr is 1 

The palms of the rs;-i a i ' . ht fnatcnaI 111 hoih case* seems to be sdk. 

if> those days. ^ J ;1llU<! * w - ltdt shows that it wa& customary to stain them 

ladv of swarthy^completdo^!* n ^“ l he Bodhira “ Ti ‘. is 2 princess to whom another 

thai the princeirife ^ofriid^ rTh 0 ' 1 'T'n ''” 

extraordinary ikij], rmt only u reinrh v ■ ( 10 anfEl liJS ddmcat ^ dlc figure wirli 

also as regards lifc-Uke elicet'and htner b “'“ y <*”** d ' taU ' but 

u J i: f rz *£££. zzfTi ”i * ^ «<«r «««a,% m*- 

making them almost lifelike Th* n''™ ’ bro ^ lI J ^ ,Jie F U P^ the ted of the comers 
cif the hair at the temple* and'ft UEe * fi ihar P the lower lip a little thick. The treatment 

4 The ddmettfonof the A**«d ^ f*® 0 '*. charmi ^ The jewellery 

LcimTnritmaL * L ^ ^ 1<SU i 4 F™ 1 ^^the tnay nuipbe womler^and d»c 

1 The colour of the W w , ip U f nM ani | th , wh ; fc “.Sj ™ ^ , 

poid. lots MOMlut jrrirnd ,h c |^ utv Q f rtlc fa _ , . ° f thc ^* r * like t/i.icof 

1 Hie (Kiliiu show the fffeet of paint ^ im ^ rakii,i * byt tflcr « *» no !ic« or opening in front, 
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PLATES JtXXl-XXXlM 

also exhibits equally good taste, the pearl tiara with a line sapphire ornament in the middle 
being extremely effective. 

The peeling away of the fresco in some places has robbed the picture of ,i great deal of its 
charm; but its fine modelling, exquisite ornamentation, and chaste, restful expression un¬ 
doubted h place it among the best works of Indian genius; considering its age it may, perhaps, 
rank high even among the best specimens of the art of the world; but It would be more 
appropriate it some one who is not an Indian were to express an opinion on this point. 

The features of die lady who is offering flowers are too much obliterated for appreciation of 
their beauty, but among her ornaments the large wheel-shaped ear-rings 1 and the set of ivory 
bangles, such as arc still vised by some of the primitive peoples of India, 3 are prominent. There 
is a lady, at the left-hand side of rhe Bodhisativa, who also is wearing large ear-rings; the pink- 
striped design of her skirt (?) is also interesting. A large portion of the head of this figure is 
destroyed, hence the expression of her face cannot be studied. Below this lady is the figure 
of a stalwart personage, with broad face and well-defined features. The Eodhisattva has 
placed his left hand on his shoulder for support. This intimacy suggests that he is an important 
person, perhaps the general of the army, which supposition seems to be confirmed by the two 
black straps on his duiutdcr from which the swords are Imug on his back. The metal buckle 
to he seen on one of these straps is interesting; so is the simple design of the gold chain round 
the neck of ihe general (?), He is wearing a long coat. 1 and a gold band adorns his head. 4 

High up or the Hills, at the top left-hand corner of the fresco, we see a male and a female 
figure, probably Husband and wife, deeply engaged in conversation; the topic is apparently 
religious, as is indicated by the conventional loop of the fingers of the male figure. The 
features of the woman are somewhat obliterated, but her pose is distinct and most charming. 
The features of the male figure, except the eves, arc well preserved, and represent i handsome 
face. The l>cauty of the chin and nose is accentuated by throwing a high light on it. This 
figure also has a black strap with a buckle on the shoulder. 

Above the hills, high up in the clouds, were tipsaras (flying figures), but they arc destroyed 
now, though the striped blue-silk lower garment of one of them may still lie seen. 

The col gui*- sense of the artist seems to be highly refined, and the idea ot white flowers on 
a pale-green background is extremely happy. The blue of the garments and conventional 
hills h also most charming, while the various tints of brown, golden, chestnut, and day-colour 
have been judiciously adapted to represent the complexions. 

The creations of this artist, apart fn>m their well-defined features, possess a certain robust¬ 
ness, which makes them striking, especially so in contrast with the delicate and supple figures of 
the majority of the other artists of Ajania. 

J I lie Ting in ihe nghr iwofihc Etodhisattva is also of w< hii'i noticed in other cmirt tcencs tlint in the jiiescnct 
a 'itnilit t j-pc, and ihc blue colour of its inner surface of the supreme lord minor pcriornigo are j I ways properly 
indicates a knowledge of enamelling. dad, although he himself is not fully drtaoed. 

2 Like the LnmiAlfo of the Decent. 4 All hough crowns of most beautiful type were in 

1 In this subject all three male figures, the- iSjB, minister, vo^ue, At use t>f hcaJ-gatr among ordinary persons had 
and general,lire dressed in long touts, apparently a- x mark run come into fashion. 1 lie figures wearing caps invariably 
of respect to the BoJhhuittva Tile puini is interesting, for represent foreigners in the fresco. 
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STORY OF A SERPENT KING : CAMPSYA JATAKA 

Plates XXXIV-XXXVI a 

Thr fbtyA't ii fuAnifd tn thr htel wait thr inn ft' *thle n thr Avars of iht til/h If if rtprahurA in thft* platr ,i h tit'& of 

rktm bring m ctthur md %nt in mmothramt, 

T IJH artiat has delineated the story in foftr scenes, following ihc version of the ydtohi in 
the main,* but deviating from it now and then in order to add a couch of romance. In 
the fin* scene we &ce a raja in low spirits; lie has placed hi* right hand for support on the knee 


1 Tli*! filfakit VL iiinn hi 411 abridg'd form isa> fultniw: 
At a time "Alien the IkiKlhisarn ^ was one of a poor family, 
hr -tied to go to die river Campa whtrqbv then- Jiv vd -i 
Serpent King named Qni{h?p, whose glorv impressed the 
BmJhWirua gradually until lie desired 10 be reborn 3* flic 
Serpent King, In course of tune the Uodhiiiteva, was so 
reborn, bat when thh happened his heart waa filled wirh 
remorse and he ubervett, % A< a cuiftequenct of tm good 
dmJs I have pawtr hud up in tin m chief wmJJ- of 
Mmc, . r Bui wt, litre juh 1 born m thk reptile shajsei 
what cart J for life ? 1 The Hodiiisativa (bought. if putting 
san end to hi> lift, bin a young female serpent* turned 
Sumina, perceiving him so dejected, came tu amuse him 
and gave the lead to other* of her kind, wlm all came and 
rmde offering to him, with all manner of musical iiiimi- 
cncnci in their hands. 'Thai serpents" palace of \m became 
as ir were the pdace of Sakka: the thuught of ilcarli Ibfi 
hiitii ht put off hk serpent diape and sat on the couch hi 
nugnLhCence of dress md adornment.’ In the company of 
the SAgitjh like Bodhiumva often violated his rule nf 
virtue, *n he though of leaving the terptnt-world and 
going to 1 Ilc world of mm, where he could perform hi-s- 
Faitirig vow*. Accordingly one day hr went beynnd the 
frontier village and iml himself im an imt-heap by the high 
road ? spying, 1 how: who dciirr my skin, or any parr of 
rm* 1*1 them take it, or if my would have me a* :e dancing 
wwkffi let (hem make me so/ A young Brahman of 
Benares who hatl learned the charm fot catching a sublet 
happened to p»$* along that road that day, and tin taJioldutg 
\hc Serpent King, he recited the charm and approached go 
catch 1he SemIc The Serpent Kui^ thuught that bis 
poison wte powerful ciunigh to kill the Brahman^ hut if 
lie did that hi* virtue would be violated^ he 4uhmt(W 
himself to tin: Hfiilnrtiin. The tatter *ri-/ed the Snake In 
the tart aid u >nm;htL*d him in tarnm* ways taking out his 
teeth md tqucrying him in order r«^ weaken Ins strength. 
Afterwards he laid the Snake m an nsicr basket and brought 
him to King Uggs&ciu in Benares | ht King watched 
the dance of the Snake amid a great cotierm/ic of 
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people, who were .dl -truck by fat* performance and 

-ho We fed jewels 1 in him. 

Now the % agin : Suirumii, not having seen Ompcya lor 
some lime* went 10 the am-ht-up, and not finding tihn even 
there, thought that lie must have been caught by a snake- 
charmer. She tlirref!*re made inquiries and teaming that 
the Serpent King had been Carded by i Brahman to King 
Uggawena of Bcimtc*, she t™>rted to Iil^ couit and licit! 

in the aif. Thr SeT|ient King js he Jancrd iaw 
Sunvani in the dr anil Wing ashamed .^fliis (Vat suddenly 
crept into the basket. '! he King of Benares, noticing thr. 
action of the Snake, liookW a rounds und hehulding Sufimn3 
poised in the air inqinrcd who she was. Surmrna: 

"No Godded I, not 1 iurtess, not huinnn, mighty fcingt 
A fruLtlc of ibe serpent kijsd ? comic fin a certain thing, 1 

4 4 m w m m 

*Ou Indy days (he Royal Snake 
At the fnuF-wayt uned to tike 
Holy vow?: a juggler caught him: 

I- fee my husband for my ?akv % 

On hearing thiv King Uggasin.i AdJtt^cd the Brahman 
^lakt-chflmicr iiiu^; 

‘Justly now and gently, see 
I buy the Serpent liberty 
With gold, a hundred Id nr, a village, 

I hat will merit win fur me." 

1 In- stiake^cbaitncr, learning the virtues of ihe Bodhi*attva 
in thus humiliating himwlK nbwrved: 

'1 want no gifts yww majnty, 

Hut let (}p. L Sriprnt now go free* 

I hiu 1 now reFvast the Seryiem. 

The deed will meritorious Ik/ 

I he Serpent King, being relo.iscJ bv die Bniimvon, crept 
into a flower and reappeared as a yuujig man mugNsikeiitlv 
. j 1 r * vcdL S u 11 m c- uni ng d-1 w r \ m>1 n r11 c ai r, j ni 1 icd i 1 i in, 
and ihey both thanked Uggawita fur hh comtesy. The 


PI. ATES XXX! V-XXX VI ^ 

of his contort .inti With the left hand he is making a gesture indicating the wretchedness of his 
plight. He can easily be identified as the Serpent King* Campers* of the Jiitaka, when he 
puts off his serpent shape and in the enjoyment of n royal life violates the rule of virtue and 
then deeply regret:, his conduct. The expression of the face is dull, which, however* fits in 
with the remorseful mood of Gimpcya, but the poorness of the drawing as regards physical 
features cannot he accounted for, and the treatment of the legs is particularly clumsy. The 
hair has been delineated in a conventional style, resembling that of the prince prostrating 
himself before the Pacceka-Buddha in the earlier subject* *A Raja going out to attend the 
Sermon of the Hermit* (Plate XIV). 1 The clayey complexion also is not attractive, and the 
only relieving feature is the loin-cloth* with its artistic blue border falling in folds on the 
right leg. The design of the doth of the cushion on which Cainpeva is silting is also interest¬ 
ing; small stars worked out in silk, or gold or silver thread* on a dull yellowish texture, which 
itself i$ cither of gold or silver thread. 

At the right hand of Cfimpeya is his consort (Ntlg'ml) sitting on another cushion, which, full 
and round in its shape, is similar to the raja's, but the design of the cloth is slightly different, 
the stare being four-pointed and worked out on a dark background. The pose of the SfiginT 
is artistic: she has placed her hand below her chin and is looking up lovingly at the ■'erpent 
King. The features of the figure are, however* obliterated* and the merits of the drawing 
cannot he studied with dose scrutiny. 

t in the left hand of the raja is the comic figure of a dwarf* who is presenting something to 
his lord mi a tray. The manner in which he looking at the raja shows deep concern. Behind 
the dwarf, between the pillars, is a female figure, a S^aginl (?); but the fresco here is so much 
damaged that her features camiuf be made out. 

Behind the raja arc two ckauri -heartrs, one of a clayey complexion and the other reddish. 
The figures of both these attendants also are much damaged, and their outlines can be traced 
with difficulty. 

In the corridor to the left of the raja s pavilion are a mother and child, whom the artist has 
delineated with grear pathos. The mother, Sutnana (7), is grieved at the idea o! t impeya s 
going away to the world of *ntn to perform his fasting vows. She is leaning against a pillar in 
a state of despondency; having placed one of her hands with motherly affection on the head of 
the child and with the other band expressing the difficulty of her position. The child is 
looking up affectionately at the mother. Behind the child there is an artendant of a reddish 
complexion, who is looking with concern at the NUgirit* I lie characters of the mother and 


King of Smart*, being struck by the stranjicneyi of the 
phenomenon, remarked; 

‘superhuman beings may 
Hardly win belief, thee sav. 

If yon speak the troth, O Serpent, 

Wire re’s your palace? Show the way.' 

The Hf.dhis.it ft a by his great power made of«veil precious 
things an enclosing wall PHitnl hb palace and hail the 


4|fpri.Mi.ii and gate* gloriously adorned, and then he con¬ 
ducted Cggpttutt. it* the abode of serpents. On entering 
lilt palace he offered divine denials and drink to the 
gitttds, who enjoyed them fur seven days. Afterwards, 
when Uggasena wished to return t.» Reiurcs, the Great 
Being, loading his treawrre in several hundred carts, sent it 
with the king Fo* the full version, «ee Cowell, op. eit., 
(v. 281 -<30. 

1 Supra, p. JQ, 
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AJANTA: EXPLANATORY TEXT 

child do not appear in (he version of the Jataka quoted, but the artist may have adopted them 

from some other version of the storv, 

/ 

The colours of this subject, except the blues, which arc invariably fresh at Ajanta, have a 
faded tint, but thetr artistic charm is not lost when showing the autumn effect in the leaves of 
the tree behind the mother and child. 

The second scene represents Raja Uggasena of Benares watching the performance of the 
Snake amidst a great concourse of people. The artist has omitted here the portion of the story 
relating to Campeya’s laying himself on an ant-heap and his being caught and tormented by 
the Brahman snake-charmer, apparently to avoid repetition, a similar episode having already 
been delineated on the back wall of the left aisle in the Simkhapitln Jittaka (Plate XI).' 

On the rock wall this scene is separated from the last by red anti white blocks, representing 
conventionally either hills or rows of buildings. The figure of Uggasena is damaged, the head 
being totally missing and layers having peeled off from several parts of his body. Mis amaze¬ 
ment at the performance of the Snake is, however, clear from the gesture of his right hand, 
and the artist will be interested also in the beautiful folds of his dhoti (loin-cloth) and the 
fish-head design of the back of his throne.- In front of the raj-i is a reddish figure, probably 
the chief minister. He is squatting on the floor, with both legs crossed, and while listening 
ro the raja he is looking sideways at the Snake and expressing wonder by fits hand. The pose 
and features of this figure show great ingenuity on the part of the artist. At the left-hand side 
«f the minister is another courtier, whose features also have been delineated with great clever¬ 
ness. He is looking with rapt attention at the raja, and sitting in a posture different from that of 
the minister; his right kg is resting, folded up, on the ground, while the left is doubled up, 
the foot being placed flat on the ground and the knee raised. The frilled ends of the loin¬ 
cloths of both these figures arc interesting. 

Behind the minister are two attendants, one of a ruddy complexion J and the other dark 
greyish. These figures arc much damaged, but the portions which are intact show great skill, 
h) the right of these attendants there arc two guards, dressed in long coats; one of them is 
armed with a sword and the other with an incurved dagger. These figures arc also much 
damaged. 

Below, near the right corner, wc see the snake-charmer with 4 basket and a white serpent in 
bout of him. His pose is rather unusual; while sitting on his haunches his left leg is bent and 
he U kneeling on it, 'The artist has aimed at showing the different poses adopted by Indians 
when sitting on the ground. 1 he snake-charmer seems to be a young man, his delineation 
agreeing with the description of the young Brahman snake-charmer tif the ystaka, but, the 
head of the figure being somewhat damaged,further remarks on this point cannot be hazarded. 

Below the throne of the king are two figures w hose racial traits and dress arc very character¬ 
istic. I he features of one of them, the nose, the eyes, the moustache, and the tuft of hair on 

! ^ tI f ra ' PP* IJH4. 1 In the upper jurt of his car hr is wearing snudt rings, 

- 1 he artHiiv jrill of the t/ktff will be better .ip- BOch Its are still in vogue among the Hindus in certain parts 
priXtttdj by looking .it the ttintiochmfne reproduction of Imta 
(Plate XXX VI 4 


PLATES XXXIV-XXXVU 

the crown of his head, arc so typical that even to-day he might lie taken for a citizen of 
Hen a re*. His ahgrakh3 of silver brocade, with do ml patterns of silk worked out in it, again, is 
reminiscent of the dress and special brocade industry of the place. The features of die other 
figure are like those of a Brahman of Orissa. The style of his hair ami the manner in which he 
has thrown a part of his dhaft over his shoulder arc also characteristic of the Orissa people. The 
poses of these figures arc extremely interesting, particularly the homely way in which the 
Oriya is sitting and looking at his Benares comrade. 

Behind the raja we notice a group of ladies, among whom a mother and child are prominent. 
According to the J$taka i Sumana, the favourite consort of Campeya, appears at the snake- 
dance which is performed before Uggasena, King of Benares, but she holds herself in the air 
like a divine being. Here the artist Has painted Sumana like a human being, walking on the 
ground with her child and talking to the ladies of the palace about the release of her husband. 
The head of the mother is damaged, but the manner in which she is looking up and in which 
she holds the child dearly shows that she is appealing to the raja in a human vein, saying 
something like this: ‘If for no other consideration the Bodhisattva can be released, he should 
be released at least for the sake of this child.* The pose of the two female figures near the 
mother indicates that they arc deeply stirred by her pathetic appeal. One of these ladies is 
dressed in a long robe, the texture and design of the doth of which are worthy of notice. It 
appears to be a very thin fabric, and the patterns, consisting of small flowers arranged in 
diagonal belts, arc interwoven in it. 1 The treatment of her hands seems somewhat crude, but 
by her gesture the artist has designed to show the commotion ol her feelings. T lie coils of her 
hair arc very artistic, as is the hair of the mother, whose blue bodice is also very effective. The 
child is wearing a pair of socks or long boots, the upper ends of which are marked, by a dark 
Hue. 1 

T he third scene of the story is painted below the first and second. Commencing at the Iclt 
side we notice a grove of beautiful trees, among which the banana, arcca-nut, and tnoka arc 
prominent. A pink elephant also is to be seen here, the m&h&iat, holding a goad, still perched 
on its head, but Campeya and his royal guest Uggasena have descended from the animal 
and they are to be seen outside ;i white doorway ot Dravidian style. 1 I he fresco being 
damaged, the figure of Uggasena is indistinct, but Campeya can be recognized by the halo of 
nSga hoods. 

To the right of the doorway is the royal hall filled with ladies and attendants, fn the 
mid kite Campeya is initiating Uggasena into the mysteries of the faith, as is shown by his 
teaching attitude. The features of these two figures are obliterated, but those of some of the 
ladies are fairly well preserved and illustrate the imagination and skill ot the artist. I or 
example, the figure of a young lady above the right shoulder ot Clmpeya is most charming. 
Her features arc exquisite, and the high light thrown on her chin, lips, nose,and forehead has 

* The pattern; of the doth cannot be traced in the » The architecture of (hi* doorway aid of the hail 
reproduction, but they arc d&inn tn« the fa*& inside i* remimtoent of the rock-hewn and imictural 

- The «- f of *>cb and Jong boot* indicatrt the in- temples of (tie Deccan even up to the 10th century a.d. 
llurncc nf the foreigner^ l"in.vmru And AVilrfj; 

a 
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given almost a divine effulgence to her face, The pose is equally graceful: with the right hand 
she is balancing a stick, while the left is raised in a pretty manner towards her chin ; the fingers 
of this hand are most artistically delineated. Below this lady is another of a reddish complexion, 
who is listening with great attention to the esoteric teaching of Campeya. Her face also is very 
sweet, and the way in which the is looking up at the Serpent King i$ most effective. 

Behind the Serpent King we notice rhe comic face of a dwarf, who has twisted his eyebrows 
in order to show his indifference to the serious sermon of Campeya. The features of the dwarf 
are somewhat fiat, his hair is curly, and he is holding a sword with a jewelled handle much too 
Jong for his tiny stature. At the left hand of the dwarf behind Campeya Ls a lady of reddish 
completion, holding a pearl necklace in her right hand and a tray with a cover in her left. 
A cobra hood above her head indicates that she is a NagirtJ, and the jewels in her hands arc 
apparently to be presented to Tggascmu The features of this lady are somewhat obliterated, 
but her head-ornament (JAumar?)' h dear, and will interest a student of Indian jewellery. 

On the left-hand side of this lady, behind King Uggasena, is a guard; although his features 
are somewhat indistinct, his rap, with a round brim and peaked top, clearly indicates that he 
is a foreigner. He is dressed in a long coat with tight sleeves/ and armed with a sword, the 
jewelled handle of which is prominent. 

Behind Uggascn3, at the right-hand side of the fresco, t$ a group of five women, two of 
whom are sitting and three standing. Of those who are sitting one is of a fair complexion, and 
she is listening with interest to the conversation going on between Campeya and his royal 
guest. The other woman is of a pale-brown complexion, and her features arc exquisitely 
drawn, the treatment of the fingers being particularly charming. 

Among the women who are standing, two arc carrying trays, and their poses are extremely 
graceful. The figure of the third standing woman is somewhat obliterated, so that it is difficult 
to judge her bearing with certainty, but one of her hands seems to be closed, while the other 
is stretched out in an appealing fashion, 

Behind the two women who arc carrying trays there is a male servant, whose features and 
head-gear and the three horizontal paim-stmks on his forehead arc interesting, lljsfaceis 
typical of the Brahmans of Kasi, and such caps (kantop) are still in use on ceremonial occasions. 

According to rhe pataka the story ends with the return of Uggasena to Benares, after he 
had received choice gifts and vast treasures from the Serpent King; but on the rnck wajl the 
sequel of the story is painted in another scene {Blare X b), the purpose of which cannot be 
determined with certainty, for the tresco is much damaged. It may represent the fulfilment 
of CampeyaV wish after his great sacrifice in the Nagt world to be reborn as man: 

'Not for life or sons or pejf 

Do I wrestle with myscif- 

’Tis my craving, if 1 can. 

To be born again as Man. 1 

1 hw ornament may he a kaigki (crest), hue that is a pcitc background and fiowtra interwoven in it. It might 
generally worn by men, however, be kamifiadk (gold of silver brocade), 

s The doth of the Coat scents to be silk {nimh is) with 

4 * 
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We sec a riija without any halo of cobra hoods, from which it may be gathered that the 
Bodhisattva is reborn as man, while to show his association with the Ndga world in his previous 
birth the artist has painted several Nuga chiefs and queens,' who are paying homage to the 
Bodhisattva. One Nitgial is presenting him with a short sword. 

As the fresco is badly damaged in all the four scenes the skill of the artist cannot be fully 
estimated, but some of the figures which are intact prove him to be an artist of great merit. 
For example, the pale-brown lady standing at the right hand of Campeya in the third scene 
(Plate XXXV) is -i masterpiece- again, the delineation of the citizen of Benares and the 
Oriya Brahman in the second scene (Plates XXXIViJ and XXXVI j) h very successful, and 
shows close study of their ethnographic features. 


FRESCO IN THE RIGHT AISLE : NOT IDENTIFIED 

Plate XXXVI b 

T l I IS fresco docs not seem to have been completed, for many of the figures show only 
the reddish outlines or the first light washes of colour. Again, as it h badly damaged it 
is difficult to interpret properly die story delineated therein. Commencing from the leftside, we 
notice a Xilgtf king with two hermits, one of whom ts receiving a gift from the king. The 
drawing of the figure of this hermit show- great skill. A little to the right of this is another 
scene representing a king sitting on a throne. There are also two attendants and four elephants 
with pink skins. The treatment of the heads and trunks of the elephants is very realistic, and 
the different poses of their bodies show play of fancy. Below these four elephants two young 
ones arc painted, the skins of which are white. Farther to the right we notice a big cavalcade, 
including infantry, horsemen, and elephant-riders, like an army on the march. The trunks 
of the elephants in this scene also arc painted with great core, and the treatment of their legs 
indicates rapid movement. 

Proceeding farther towards the right, we notice the outer court of a palace, with a 
large assemblage wherein the outlines of some horses may also be traced. r I he fresco is 
much damaged here, but some human figures are intact, and the high tight on their 
foreheads, noses, lips, and chin is interesting. The treatment of die fingers is also highly 
ingenious, their position, curves, and loops varying in the case of each figure and suggesting 
differ cm expressions. The features are uniformly sharp, and pearl necklaces, large car-rings 
ami bangles {karm), in pairs or singly, appear on the body of each. One of the figures is 
dressed in a robe (or sheet) with the right shoulder exposed; 1 he is holding a flower (lotus) 
in lus right hand, and may represent a Bodhisattva. 

At the right end of the wall is painted the last scene of this story, representing a raja and 
rani in the interior of a palace. The figure of the raja is almost destroyed, but that of lilt 
consort is in part preserved, and shows much grace and ingenuity in Its delineation. The pose 

1 Tlic flood of the cobra is die distingu idling sign for 4 The figure below the bead of the horse at the right 
a KJtga. side of the reproduction (HUte XXXVI a). 
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AJANTA: EXPLANATORY TEXT 

hns a series of curves, all having a charming cflcct ami adding to the supple elegance of the 
figure (Plate X r). The riinl is looking up sweetly at her husband, who is explaining to her 
some religious principle. There are a few other figures in this scene, but all of them too frag¬ 
mentary to throw any light on the subject of the painting. 

The work of this artist, so far as preserved* is characterized by a love of beauty and grace 
in the delineation of form, but as regards expression his creations are rather dull; this* however, 
may be due to the fresco being in the first place not completed, and again to its having been 
damaged by various causes in later times. 


A PALACE SCENE: NOT IDENTIFIED 
Plate XXXVH 

Tkt i ubjett it painted on the right wall sf the front uhle, and it ttprtJtittd in to/tur. 

T HE story depicted in this fresco has not been identified, but its religious nature is 
apparent from the expressions of its characters. We notice a raja sitting on a throne in 
a homely manner, his right leg being curved tinder him on the throne and the left resting on 
the ground. Although the head of the figure is partly destroyed, the features which are 
preserved show a thoughtful mood, which b further demonstrated by the gestures of his 
fingers; the right hand, partly dosed, suggests a mystery* and the fingers of the left arc 
stretched out as if to fed or ouch the object about which he is thinking, ‘The drawing of 
the figure of the raja does not exhibit a happy sense of proportion, and the finger* are parti¬ 
cularly long, 

In front of the- raja is his consort, sitting on a green cushion. Her pose is very graceful, 
and her features are also agreeable, though with some exaggeration, as in the case of the eyes, 
hands, and toes. The treatment of the back and the waist may appear somewhat voluptuous, 
as also the dark coils of hair spread on the shoulders, and the gauze-like material of the loin¬ 
cloth; but the calm restraint of the face counterbalances that feeling. The position of the left 
arm may strike a European as unusual, hut those familiar with Indian habits know that such 
a pose is quite common. The strands of ribbon coiled on the back have a pleating effect and 
show r the artist's fancy. 

between the r.ijil and rim a female figure may he noticed, perhaps representing a maid of 
honour. She is wearing rich jewellery, and lotus-flowers decorate her hair; but her complex ion 
is dark brown and her features coarse, suggesting an inferior position. The eyes of this 
figure also are much too large for the face. 

Behind the maid there are two more female attendants, the feature;, of both being coarse. 
One of them is holding a fan; but, instead of holding it by the lower end of its handle, 
she holds it near the middle, and she lias also bent her arm in an unusual curve. The other 
maid is looking up at some object. 

Close to these maids is a male servant dressed in a white robe and carrying a metal (?) 

+4 


plate XXXVII 

box with a fluted lid. 1 His head-gear Ik interesting; it is either a part of his cape-like cloak 
or a separate long cap styled in India th % kart fop. His complexion is fair, and he may be a 
foreigner. 

At the left hand of this servant, behind the rani, is a female chiiuri- bearer; though her pose 
is graceful, her features do not suggest a sound sense of proportion, and her expression also is 
dull; she is staring in a stolid manner. Below the throne of the rilni arc two female dwarfs; one 
of them, of fair complexion, is carrying a basket or box of a fluted design on her left shoulder 
and has a blue lotus-flower in her right hand. The features of both figurei are crude, and they 
arc poor specimens of art. 

There is a r^arf-bcarcr behind the throne of the raja as well, bill as rhe head of the figure 
is destroyed her expression cannot be studied. The pose is graceful, and the proportions ot 
the limbs arc better than those of the other figures in this fresco. The drawing of the waist is, 
however, of the same style as that of the queen and of the cAattri-bvarzr behind her, which 
shows that the artist >6 following a certain type and has no originality. Behind her Is a dwarf 
of reddish complexion, who is carrying in his right hand a round vessel with a lid. The 
fresco b here damaged, but the features which are preserved show neither beauty of drawing 
nor force of expression. 

There is another female cAtfiirJ-bearer squatting on the ground below the throne of the 
raja. Her mood is the same as that of other figures of this fresco, and it would appear that 
the artist was incapable of giving appropriate expressions to liis creations. In front ot this 
figure we notice an urn-shaped vessel with a pair of rings in its rim, suggesting that it is 
of considerable weight, the rings being meant for lifting it up. T here is also a nimbler, 
probably of metal, placed by this vessel. 

The fresco is interesting as showing a stage in the history oi art when progress has ceased, 
and the artist, instead of exhibiting any originality, endeavours to produce a pleasing effect 
In his w x ork by copying the designs of previous masters. The vivid imagination and force of 
expression which are so distinctly perceptible iri the frescoes near the shrine (Plates XXIV- 
XXXIIT} are missing here, and the art is rather mechanical than spontaneous. 

On the right ride of the wall, separated from the last subject by a grilled window of con¬ 
ventional design, 1 a pastoral scene is painted in which we see twelve oxen of different colours— 
red, green, and white. 3 There are also two cowherds, one of a ruddy complexion and the 
other greenish.* The drawing of the subject is poor, and it is apparently a continuation oi the 
previous fresco by the same artist. 

1 Metal hrtOCfrj of this ot* ** still found in I* Tins scene it ncH reproduced in Plate X X X V l! . 

i jPlflirir. p. II. * For the red uud green complexions see p. iS note 4. 
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A COURT SCENE: PERSIAN EMBASSY (?) 

Platt xxxvin 

The lul'j/tt it painted hi the wall ef the ftmit at tit, tn the tight-hand tide ef the main entrant*, and being nttith damaged 
it it reproduced in motu>thrme only. 

T I IIS scene has been the subject of a great deal of controversy among scholars. One class 
favours the opinion that as some foreigners appear in this fresco offering presents to an 
Indian king, the scene may represent the embassy of the Persian king Khusrau to the 
Chalukyan raja PulakcSm in the beginning of the seventh century a.d. 1 Scholars of the rival 
group do not set the possibility of the delineation of any historical event on the rock-walls of 
Ajanta, and are sanguine that the scene represents a Jatuka which may some day he iden tified. 
The glorious period of the Ajanta frescoes in general, and of the paintings in Cave I in parti¬ 
cular, coincides with the rule of the VakiStaka dynasty, and even if the date of this fresco, 
judging from its style, may be fixed at a later period (a,d. 6oo), there is little chance of 
the portrait of Pulakc£in, who was a Hindu by religion, having been painted in a Buddhist 
monastery at Ajanta, 1 At the same time there is no doulu that the figures of foreigners 
represented in the scene bear a very striking resemblance to the people of Turkistan and 
some other countries to the north-west of India, and as tn the frescoes the artists have 
invariably delineated Buddhist stories, adopting characters from contemporary life, the pre¬ 
sence of these foreigners seems to mark a period when the people of the Deccan had acquired 
familinrirj with the inhabitant* of the countries north-west of India. Such a supposition gains 
strength by reference to historical records, for in the early centuries of the Christian era 
Sakasatrapies were established in Surashtra and Malwa, in close vicinity to the Deccan, and the 
nrtkts of Ajanta must have known intimately foreigners of the type represented in the frescoes. 1 

To describe the scene: if wc commence from the right-hand side, we first notice a party of 
foreigners outside the gate of a court-hall, among whom two are prominent bv their pert ked caps. 
Their complexions are fair, and their features such that they appear to be inhabitants of coun¬ 
tries to the north-west of India. J’wooi the party have entered the court through the gate; one of 
them is armed with a long sw ord suspended from his belt, and the other, following him, is carry¬ 
ing a tray ul presents. The court is full of dignitaries and attendants, and at the head of the 
hall a raja is sitting on a throne. In the middle of the assembly we notice three foreigners, one 
of whom, in the I font, is presenting a pearl ornament to the raja. He is wearing a peaked cap 
□f striped silk or broad cloth,and his long coat also is of the same material, its snipv* of 

blue and black occurring alternately on a white background. 1 iis complexion is pinkish, and 
the beard is prominent in a tuft on the chin. The second figure, in die middle, is dressed in 
a qttbd of green broadcloth, and his cap is white, with a coloured band round the brim. His 
features are similar to those of his leader, and the growth of beard is more prominent on the 

1 fi mi ill's Early Hi it my ef lmini (fminh cd.), p, 443. 

1 1 hts point is funhei discussed on p, 49. 
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PLATE XXXVIII 

chin than on r Etc checks. The third foreigner is currying a tray full of jewellery; the cast of his 
features and his gait are typical of the people of Turkistan. He is clad in a while qabit 
and green cap. 

The figure of the raja is much damaged and the portion representing the head has largely 
peeled off. The expression of his face therefore cannot be studied, but the gesture of liis left 
hand, with forefinger raised, shows that he is warning the foreigners about some shortcoming, 
and they all look a Wf -stricken. The raja himself is sitting at ease, squatting on the throne with 
hit; legs crossed, and leaning on a pillow which is behind Iris back; his right hand also rests on 
the same pillow. The ruffle of the lower end of his dhoti is artistic, but it appears that this treat¬ 
ment had become conventional, for it is to be seen in several frescoes. 

The dimensions of tire throne, calculating from the stature of the raja and that of the 
e)b/«r/-bearer sitting immediately below it, seem to be about 5 ft. in length, ji it, in breadth, 
and about 1J ft. in height. The black and white stripes along the edge suggest the decoration 
of the throne with ebony and ivory plaques, while its main body may have been built of sandal¬ 
wood. The back of the throne is rather elaborate; the oval panel at the top is gilt and set w ith 
jewels, while the little figures of dwarfs on each side of it seem to have been can ed in ebony* 
The throne has no carpet or ornamental covering, like rhe musmui oflatcr times; there is placed 
in the middle only a striped silk cushion which the raja is sitting. 

Behind the throne of the raja are two attendants; one of them is holding a chaurl and the 
other a square fan which lias a long green handle. Their features arc too much obliterated 
to allow 11s to judge of the skill of the artist in their delineation. On the left side of the 
fan-holder there is another chtiurl- bearer of fair complexion, and close to her, on the same 
side, is another attendant wearing a long blue coat with a red girdle. To the right of these 
figures, almost in from of the throne, is an important official, cither the body-guard of the 
raja or the court chamberlain, holding a long green staff in his hand. At his left hand we 
notice six more attendants, one of whom has folded his hands across Ids chest. His complexion 
is dark, and for contrast the artist has covered his head with u red scarf and also given a red 
tint to his necklace and armlets. Another of these attendants, standing near the door, is holding 
a banner, the streamers of which arc flying out. 

Relow the throne of the raja we see a female cArtwrl-bearer, squatting on the door and looking 
sideways at the audience. She appears to be dressed in a ulrl (?) the upper part of which she 
has rolled and thrown across her hack and shoulders in the form of a belt. Near her is an urn- 
shaped vessel with an ornamental bracket-!ike projection at its base. Behind the ihmrl-hn^ rcr, 
near the foot of the throne, is another attendant holding a circular vessel on which figures of 
elephants arc lo be seen. The vessel seems to be of metal, the figures being stamped in relief 
on it. T he lid of the vessel is conical, and it has timings on its surface. Behind this attendant 
there are three more, sitting on the ground, but their features are too indistinct to reveal 
any artistic skill. To the right of these attendants, near the door, is a standing figure holding 
a staff. He is looking up at the foreigner who is entering through the gate, and the gesture of 
his right hand suggests that he is insisting on some point of court etiquette. 

On the left side, near the throne of the raja, is a female figure holding a tray in her 
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lup. By her side is placed another tray on which some small caskets, 1 probably containing 
jewellery, may be seen. The breast-band (Jtraui?rf) of this woman is interesting. Behind her 
is another woman, but the fresco is here so much damaged that her features cannot be studied 
for purposes of criticism. 

I he exit from the court is perhaps on the left side of the fresco, where we notice a foreigner 
going out of a door, £ The pillars of the court-hall seem to be of black wood (ebony?); the 
artist in their delineation, instead of giving an ink-wash, has indicated the colour by a series of 
dark lines which are very effective. Similarly he has shown the blue colour of the capitals of 
the pillar* by small dots, Although fine brush-work is visible here and there, yet the drawing, 
speaking generally, is somewhat flat and does not show any great artistic skill. The sizes of the 
dramatis personae and their positions in the picture, on the other hand, exhibit considerable 
thought and care, and the subject may be admired for its ensemble.* 


A BACCHANALIAN SCENE (KHUSRAU AND SHIR IN?) 
AND DECORATIVE MOTIFS 


Plate XXXIX 


Ihttr theme t art dednmttd tn the eei/iisg, »mA hme keen reproduced in cthmr in till haff-pfat(f. 

I T is interesting to note that the arti&ts <>i Ajsnta, unlike their rivals in Europe, refrained 
from painting religious subjects on a ceiling, although this would seem to be the most 
appropriate place for the delineation of a divine theme. The exact reasons for this attitude 
may he difficult to advance, but on wall-surfaces it would certainly have been easier for the 
pilgrims to notice the various scenes depicting the lift of the Master or the stories of his pre¬ 
vious births (yMaha), and tn show their reverence to them in ceremonial style as they were 
conducted from aisle to aisle, than to do so it the subjects had been painted on the ceiling. 
Again, the gods of the Buddhist pantheon, as observed elsewhere, being essentially human in 
their character, the wall-surfaces, being near the ground, are, for the delineation of their 
dwellings and environment, more suitable than the sublime spaces of a ceiling, which would 
be suitable only for the abode of ethereal beings. 

The paintings of rhe ceilings at Ajanta have therefore been executed in a purely decorative 
style, and thcartist, having no religious restrictions to observe, has given play to his fancy in an 
endless variety of form and colour. IV'c see human beings of fantastic shape, most quaintly dressed, 
dancing or dapping, or sipping wine from large cups in which their aquiline no&cs seem to he 
dipped; birds and animals of exquisite design in most frolicsome attitude*, nestling, sporting, 
and dallying; flowers and fruits of the choicest form and colour with all the setting of their 
beautiful foliage; and last, but not least, jewellery designs and geometric patterns and 
devices, varying from the simplest to the most elaborate, among which the key-pattern may 
strike one as bearing resemblance to its prototype in Greek art. 

1 One id them h»> a dorm cal t[d with 3 knob ,•» rhe top; 3 Below this subject wvw 3 bazaar scene, which is Je- 
ii rounblcs the tthSi-dm (bctej-cwl of the present ilav. sirnytsd now, though a line of shops may lw traced. The 
- This door is nor reproduced in Plate XXX VIIL bazaa. scene i* r.m included in Plate XXXVIEl. 
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Mr. Griffiths in his monumental work. The Ajanta Pointings* has devoted a complete 
volume to reproductions of this decorative detail, and as the plates therein art- quite faithful, 
& regard* both drawing and colour, we have from fear of repetition refrained from reproducing 
the whole of the ceiling of Cave I in this work, but to give our readers-some idea of its genera! 
character we show two panels. 

One of these represents a Bacchanalian scene, which, like the ‘Court Scene’ previously dis¬ 
cussed (Plate XXX\ III), 1 has been die subject of great difference of opinion among archaeo¬ 
logists. Some of them have identified the figures shown therein as those of Khusrau and his 
beautiful consort Shlrrn. This view is mainly based on the information given by the historian 
Tabari, that the fame ol the King of the Deccan (Putakesin II) spread beyond the limits of 
India and reached the ears of Khusrau II, King of Persia, who in the thirty-sixth year of his 
reign, a, a. 625-6, received .1 complimentary embassy from Pulakesin II. The courtesy was 
subsequently reciprocated by a return embassy sent from Persia, which was received with due 
honour it the Indian Court- 3 The exact year of this return embassy is not given, but it must 
have taken place two or three years after the Indian embassy attended the Persian Court, so 
that the event may be assigned roughly to a, 0.630, and the painting of the scene on the walls and 
ceiling of C avc l to a still later date. This view becomes practically untenable when we com¬ 
pare the styles of the architecture, sculpture, and painting of this cave with those of others 
which bear inscriptions; or, again, if we take into consideration the fact that during the reigns of 
the early Chalukyas (a. in 550-750) Buddhism,although professed by a considerable section of 
tilt population, gradually declined and Hinduism grew popular. Magnificent temples were 
at that time erected and dedicated to Vishnu, Siva, and other members of the Puranic pantheon. 3 

The presence of foreigners, resembling Hadrians or Persians (?),* in the frescoes .it Ajanta 
can, however, be easily explained by the fact that Buddhism, within a few centuries after the 
death of Gautama, penetrated into the regions to the north-west of India, and its votaries in 
those distant countries began to visit the sacred sites of India as pilgrims. Again, the establish¬ 
ment of tsaka satrapies in Surishtra and Mlitwa in the early centuries of the Christian era, and 
the domination ot ihc Huns in the fifth century a.d ., 4 leave no reason to reject the view that 
the inhabitants ot the Deccan were familiar with the people of the north-west countries long 
before the embassy of Khusrau to King Pulakcstn in the seventh century a.d. 

To describe the scene as painted: we notice a chief sitting on 4 well-padded cushion or divan,® 
and holding a cup, apparently of wine, in hl& right hand. His nose is somewhat flat and his 
cheeks sunken, and although the heard is full, the general contour of the fate proves him to be 


t Supra t p. 46. 

- Smith's Early I Jittery if India \ fourth cit), pp. 443-3; 
J.R.A.S^ April IW79; ami 6urgesV $«tnert tht Ruuddha 
Roc* Tf/npltt sf Ajantfi {A.SvW .L, No, 9, Bombay, 1879), 
pp.93-3. 

3 The £reat civc-temple of Bridaim, dedicated to 
Vishlju, was hewn 01 if at the instance of the Ch 21 ultra 
ting Man|ca!&in Sjajta jxdtvat 500 (*.d, 579), }nd. Ant.. 
trot iii, pp. 305 ff. 


4 Aeconfing u* Friputun they represent Sautuam, 
while RitjenilralaJ Mirra supposed them to he Baetrians. 
Burgee's .Vrf/r wt tht Rauddha Reck Templet if stjanta y 
pp, ^-7. 

* Toramlp established himself as a ruler of MjJwI at 
the end of the fifth century. 

h The check-pattern design of the sides suggests that it 
is a cushion or mattress rather than a divan. 
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of Turanian race rather than Persian. The expression of the face is somewhat dull., perhaps 
suggestive of the stupor resulting from having drunk too much wine. He is wearing a long 
coat \qa63), of pale-bltte broadcloth, the collar, arm-bands, and cuffs of which art of a lighter 
colour and probably embroidered. The cap is peaked and similar to the kuiiih of the countries 
north-west of India, and on his legs there are either stockings or soft leather long boots, which 
also are suggestive of the habit of the people of the same countries. Me has a belt round his 
waist, from which a sword Is hung, and there is also a shield on his back. 

A handsome fair lady is sitting by this chief and looking amorously into In* face. She has 
her right hand on his shoulder and with the left she is suggesting something agreeable to her 
lord. The features of this huh are partially effaced, but the drew is fairly distinct; she is wearing 
a white tunic w ith long sleeves, the collar, cuffs, and arm-bands of which arc embroidered and 
finished with trimmings. The ends of ribbon Hy ing at her back arc interesting.' Behind the 
lady may he seen the embroidered end of the bolster, against which she and the chief are 
leaning. 

At her left hand, below the divan, is a female attendant of graceful features, who is holding 
a wine-H agon and stooping forward as if to replenish the cup of the chief as soon as it is empty. 
The dress of this attendant is interesting. She is wearing a round cap of red material {broad¬ 
cloth or velvet) with a white border, which is either of fur or some woollen material. A white 
plume springs from the top of the cap. Her upper garment is a long coat with tight 
sleeves; it is embroidered at the collar, shoulders, and cuffs. The lower garment is a long white 
skirt with a frilled border of pale-blue colour. The style of the skirt may suggest Greek 
influence, but it Is difficult to affirm this with any authority, for no data arc available regarding 
the dress of the people of the North-West before the advent of the Greeks. 

hi front of the divan arc two burly figures of rather Mongol type, with small eyes, short 
noses, and prominent cheeks. The beards arc, however, lull. They arc holding trays ot dessert 
and looking with attention at the chief. Their looks arc stupid, and the artist has apparently 
given them this expression to impart a comic effect to the subject. They are wearing white 
skull-caps and long coats {qabat}, one of the latter being white and the other pate blue. 
Between these two figures the carved (or painted) cover of a trav may also be observed. 

Oil the right hand of the chief, below* the divan, is another female attendant who is also 
holding a wine-flagon, but of a different shape from that held by the attendant standing near 
the lady. The features of this woman arc rather coarse, hut her dress is similar to that of her 
rival, except that the skin has a double frill near the bordcrA 

The background shows a wall or curtain with red flowers. The devices at the four corners of 
the scene give a fair idea of the artist s play of fancy. The pair of geese with foliated tads, 

1 Burgess writes that the tnadgular^shapwl si reamers or 1 This scene with slight variations is painted at three 

banderoles, appearing 011 their coins as well, arc do racier- other places on the ceiling of this cave. But as several 
fade of Iranian art; but rhe device, like the Itey-paitem other nutifi have been repeated in the ceiling, the ic- 
motif of Greek art which is also io lw found at Ajanta, eutttmee indicates only the fondness of tire artist for this 
may have been introduced into India More the embassy theme, 
of fthu>rau ]I in the seventh century a.ii. 


PLATES XXXIX UL- 

looking at one another amorously, ire extremely effective; so are the bunches of mangoes, 
pomegranates, anti pine-apples amid foliage of great beauty. 

The designs in the other panel (Plate XXXIX 6) are still more varied and graceful. In the 
middle we see two pairs of freakish animals sporting with one another; their heads arc like 
those of oxen, but lower down the bodies terminate in a foliated device of great delicacy. At 
the right and left of this theme arc two jewellery designs representing chased gold-work set 
with sapphires and rubies. At the top may also be seen a parrot perched on a lotus-stalk, the 
flowers of which have been drawn with great skill- The figures of wo little dwarfs, holding a 
which are in the rop left corner, are cut in the reproduction (Plate XXXIX b), but 
another of their kin may be noticed, in the bottom row, playing with a Urge lotus-flower. 

The arrangemen t of the panels and the variety of the motifs, as regards form and colour, 
have an almost kaleidoscopic effect, and the fancy and skill of the artist cannot be too highly 
praised. As the celling is absolutely flat,it seems to follow inevitably that he painted the subject 
lying flat on a scaffolding.' 


A BULL-FIGHT 


Plate XL a 

Tht mbjtrt it faint/d tn tht rtipital of tht mend fUtar from tht top itft torntr of tht hail, and if rtproduitd in mmo- 
fib*nf*. 

T HE artists of Ajanta have shown great fondness for painting animal life, and the present 
subject is a good example of their skill in this line. We notice two bulb engaged in a 
close tight; the postures of both of them are identical, and the delineation of their bodies is 
i'ullof force; the lowered heads, the contracted muscles and raised tails all conveying tense fury. 
The cun. c$ of the necks, humps, and tails are very vigorous, while the fine brash-lines indicating 
the wrinkles of the skin of the necks and forelegs are extremely pleasing. The subject is most 
spirited, and its technique shows that the artist understood modelling. 

The representation of two bulls engaged in combat i> also to be seen in a cave at BhSja, 2 but 
the treatment is not so realistic as here.* A bull-fight is also painted in the Mahal Ki-Kha^s, 
Fateh pur Slkrf, and although it is a thousand years later than jtt. prototype at Ajanta it lacks 
the force of expression of the latter. 4 


1 The painting fit" a vaulted surface is nut so difficult, 
and it cm Iv done with case either standing ur sittings but 
to paint jn absolutely Hur ceiling is extremely tiring, for 
the head must fie thrown tacit <1 a oonslderoblv angle to 
draw the subject correctly, 

i Fcrgusscufs Cavr Ttntfdtt of India, ;>. 5'9i Elate 
XCVi. 


* In die Louvre arc fragments of sculpture from a 
Doric temple at Asst* in the Trmd, erected in the fifth 
or sixth century B.C., in which are shown two bulls, 
engaged in fighting, similar to the painting at Ajanta, 
i id* Griffith's A junta Puintingi. 

* I hid., fig. 87. 
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471 tins 44 * +"i 4 . 0, 47; 

Itead-^w, 29; jacket 6, 9, 10, 
io, tt), 20, 14; Link, 9; rtbboiii, 
27, 28,44, 50; lobci, 8, r 2, 2 1, 36, 

41, 43; tifrf, 04. 471 jcarvo, 19, 
24> 31, 3 2 > skirT ^ 4. '6, 28, 50; 
»kull-c4|t, 26; socks, 41 i strafft, 374 
tunic, 50; u mb; cl hi, 251 vraist- 
strip, 17 

Couch, representation of a, 7. 

Court scene, a, 46-8 
C row ns, rcproseittariuiH of, 5, b, 13, 
15, I*. 27, 33, 37 
Cups rtpra^niaiion* of, 48, 49 
Curtail^ repmemarioti *>f a, ^5 
Curznu^ Lure!, vi 

Cuihini!^ rcpre^iiutrons of, tjj 15* 
30 i 44 i 4 ?* 49 

Cymbals represcumhons of. Tat, 17, 
22 

Dagger, represen rafio]] of a, 40 
JjrV* aims 2 + 

Ditncicig-girls* paindiig> tif, 11,15— r 7 
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dvSrapaLi, dactfkctpet, fluting of, 4 
Decorative motifs, 4B-51 
Dwr, reprtscflTariiHw .>t, 3, 3 
Dh:rm<itijtr,t) n religious attitude. 

It "■* 

tihii, drum, r? 

dhoti (unscwri sheet, a garment}, 
representations of the, iR, 19* 1 +i 
*5, 28, 32, J6, 40, +1, 4i 4? 
Dhj 3 )ia i ;i religious attiiude, 34 »,* 
Diadem, representation of a, 36 
DlghavQ, painting of, ig, 19 <t. J 

Didhc%r«prcsciitAtkitMoF, 17 

Oil an, repreH-fitation of *, 49 
Domestic use, antd& of> represenia- 
tiora of: baskets, 17, 33, +£, 45; 
bolster, 50; howl, 2$ ■, bos, +4-5- 
Caskets, 48 j ihiuri, 5, K, ic, ft, I 5, 

2i, M, 24. W, 45. 47i couch, 7; 
cups, 48, 49; curtain, 2 %, cushions, 
13, 15, it, J9 ? 44, 47, +9: dis!li *. 
1 ft, 16 fl.% 17; divan, 49i St 

25', flagon, 501 jar, ify mattress, 
49 />*i pillowy 7, 4'; pitchers, R, 
2+-, pots, 8, 17, jt i wlver, 26-7, 
trays,9, ,l > 1 3i 1 5, Jf, i 44, 36 , 39, 
42, 46, 47, 48, S<=! tumWcf, 45’, 
vessels, 11, 17,25,45, 47 
Doorway, 8 a. 

Doves, representations of, 33 
Drums r epugn tat km* of, 17, 22 
Dwjrf', painting of, 5, 7, t I, t i, 15t 
16,17,20, 21, 24. *9> 3G39,4*, 
4 St 47» 5 1 

Ear-rings representations of, 9 15, 

16, 3&< 37. 43 

Elephants, representations of, tR, 41, 
43 

Ulur'd, the art of, xv, 25 
Embassy, Persian (i), 46-8 
F%hm Snxu, xviii 
Ewers, representations of, 5,25 

Fans, rcpresetttalinm of, 44,47 
Fight,;* hull-, 51 

Finger-ring, representation of *, to 
Flagon, ptjnwntmrk*' of a, 50 
Fiutes, representations of, 17, 22 
Four heads on a silver, ib—J 
Fresco in the right aisle, 43-4 


INDEX 

CandhSra, the aft of, xviii, xin 
flying figures, 29 

Gauze, representations nf, 9, f 2, 2J, 

20,44 

Graft, rvprcseJJtatiortiof, JO -1 

Gcmr-ds, paftilings of, ie, 37 
skirt, 16. l6n.», 17 w, 
Ghatmkadi, caveat, 3«’ 

Gill, Major R., copies of the painting* 
by,v 

Girdles representaiions of,4,6,47 
Goad, representation of a, 41 
Goats representations of, 24 
Gold bresidis 1 <S 4 4 *-* 

Geesunc r, represe ntati ons of, 9 
Griffiths John, copies of the paintings 
by, v, 49 

GriSl-Wiirt, 11, 45 

Guitar, t e-presentation of a, 17 

Hair, treatment of the, in the paint¬ 
ings Si H - 9 , 10* *2, 16, tq> 
21, 25, 27,32, 33, 34,4* 

H< 7 r, pcail-ittings • 3 
Harp, representation of a, 29 
Hawk and the pigeon, the story of the, 
4 ft. 1 

Hcad-ornanunits representations of, 

16, 4^ 

Heads, four, on a salver, 26-7 
Head-gear, representation of, 29 
Hellenistic influence on the paintings 

Xv—xvi, 48 

henna, the use of, in the toilette, 11), 
(6 m. 1 , 18 Jl,», 2 L 

Htrringham, Lady, copies of she 
paintings by, v 

Hnreis repitsen ratio ns of, iR, 22, 43 
Hyilari, Sir Akbor, vi 
Hyderabad, H. E. H. the Ni/JJll of, 
support of the work on the paint- 
mgs by, v, vi 

Indian an, st-xir, 2 
Italian affinities of the paintings 
xvi-xvtl, 31 

Jackets, rtprcseiitmiotu of, 6, 9, is, 
12, ifa, it, 24 
jit/ito, sacred thread, 24 
Japanese art, xv, xvi, xvii, xviii 


Jar, representation of a, 25 
Jewellery ami ornaments, representa¬ 
tions of: nn objects, 5, 42, J I 
— personal: armlets Si w -‘i ( 5 » 
36; band, 37[ bangles 10x,\ <2, 
tji 37* 43: chains, icif.', 12, 37; 

collar, to »J i crowns, 5, 6, i 3, 15, 
t8, *7» 33* 3/1 diadem, 361 hod- 
ornantenrs 16, 42; mrekhice, 5, ft, 
ta, 15 «.*, 17, 42, 43t rings <"-* 

9 «’. ■ >> 36,37.43; 

10; —, thumb-, t6; brings 5 , 8, 
lit i3» <5, 375 tiaras, ton.', i&i 
unspecified; 4, i2* 13, 15, t8, 2t, 
33, 445 wristlets, $, 15 
jhutttar % head^rmnitziit, 42 
Jolmsoft, John, vi 

kamkhw&hi gold or silver l>rocadc, 
4a ff, 1 

Jdri/A, necklet*, i; n , 1 
kinritnpkBl, car-rittgj j6 
kiinfry tangles* TO 43 
Khusrtu and Shlrlrt (?), 48-5 r 
K.irig of ^inritig of thr^ t 3 

King, atotf of a Sctpent^ ^43 

kitifwm j, bcivcnly 2 9 

(Circle* rcfirciuntaiioii of a* 9 
Kramrhdi, Dr* SicJLa* on IniitUB 
tculpEurc, Xv 
hr&riy Tiword* 19 flJ 

iafiirngfi ikirtj 11 it. 

Linn, rcprcsviiiitinn of 29 
Lotn>«flowers, ofFerin^ nf, In the 
Bodln&ittva, 35-7 
Lustralinn and rciiujicjartion* 24-6 

MaCP-bcaiicr* piUUtng of i> ^9 

Khtg of, (uiming «^f tiic, 

Miih'ijarGikj, fJAmimg> nf f f&iiim 
mahfivat) elcphtolfdriver, 41 
jwtf/tf, firing of pnirb* 15 n - 
Majtgocs^ repmemation of, 51 
MirshaJl, Sir JcjIlii^ vi 
nuuhru\ ^ilk, 

fcprtKrnrjttitic i of a* 49 w * 

Mididitfigcifl* 

Milne* J. A.* vii 
Mirada nf Srirasrt* 34-5 


54 










Mirim, th* wsdl-pjjMiiH* af, xv 
mh’ihi rtf., ni i tH bl e ~i I rum, i7 

X cosmetic, at 

Mojikcp* rtprwnCiifimi irf* 29 
Mon^tt-rs pointing! of* JO-J 

rdiginu* attitudes* J+-51 
Buddha in various, 34-5 
Musical instruments, representations 
of: randier 17, 22 * cymbuk 12, 

17, 21; drums 17, 22; 17* 

22i gyliaf, 17* harp* 29 
N^kl.icrs ccprefecotailons nf* 5, 6, 

12 , 15 * \ 27 , 41,43 

Offering of Lotus-flower* la tb 
B+wilikittv^ 35-7 
Oldham* C- K. A, W., vii 
erAitf, covering for the head* 21 », 
Omank'n!*, iffiur Jewellery and nm*- 
merits 

Orsini, Count, n^oniTiort of the 
jointings by, vi 
Owl, rrpnraciiration of an, J1 
Obcerij n!pm*tttBlinrEft of* 14, jt 

Pftdrmip,l^i 1 Bodhisjitiva, 27—30 

PWruuig,! ml tan, 2 

Pa l Limn, bnxadiA of, 13 

Pal*ce set i sits 7—J 15-i 7 2 c- 3 , 

44-5 

pJw, KeuM-jf, the juice nfj 21 
Patterns on texiihrs reprint t til inn v pf> 
8 , 9 ,ic t 11,12,15,^*1,3437, 
3^, 41,46, 4tj pi* 

Pf»axk% reprise n tat tons of, 7, 29 
Pcraiqji Entity {t 46-8 
Pigron, story of the, 4-7 
Pillar, palming on the capiial of a, 51 
Pillows, represtnLititira of, 7, 47 
Pljtr-applcs nqpTCSentafimi of* 5 I 
piptf/itcv 7 repraetirattan of the, j 3 6 
pjr/A/f, steeds* 24 

Pitchers, irpTcscntatifm* of, tf s 24 
Pollaiuolo xvf 

Pomcgrutates, representation of, 51 
Ptemtfdj representation of ^ 30 
Foss, represcribitioni of, 8, 17, 31 


INDEX 

RjjjS going out on horse-badc* 20-2 

R 2 i 3 going out h> 41 trtill flic sermon 
of the Hrmiit* 18-20 
Rajput paintings* xv 
Raphael, 31 

Ravenna, the mc^aioof, xrti 
Renunciation, lustration and; 24-k 
Ribbmis, representations of, 27, 28 * 
44 * 50 

Rings, representations of: ear-* q u. l t 

« 5 » i 4 3 ** 37 > 43 ^ fing^-, tOi 

thumb-, 16 

Robes, opre^uitaiifrife of, 8, rl* 2i, 

JM «,+3 

R$xId,Sir Rtrneil, vi 

Rosary, rcpnscnljttifin of it, i6 

Saddlr, repnsctttxtuM (if a, ( 9 , 19 v 
?jker, four beds on a, 26-7; repre- 
w notion of a, 16-7 
iWtkliapaL, ific rttny of, 13-14,1 3«,* 
riirJji/rf, iieaii-orrwitcni, t6 
<dn\ garment, reprocmiim of the, 
2 +,+7 

Scales representations of weighing-, 

4 . 5 

Semes, representations of, 19, 24, 3 1, 

3 * 

Sculpture, the, at Ajanti, 2i Indian, 
xr 

S rpent, story -ifrhf, 13-14 
Serpent King, story of a, 38-43 
Sharks representation* of, 13 
Shields represeomtions of, r 9 , 50 
Shipwreck, 21-3 
Shi nil, K_hnsr.ru and (?J, 4 ^- 5 1 
Sibi, Prince, the story of, 4-7 
Signore Hr, xvl, 3tvii 
Kilter brocades, 10,41 w, 1 
Sjrall, Princess, painiiugt of, J-S, 
15 “' 7 

Ski its, representations of, 4, m *8, 

SO 

Skull-cap, representation ot a, 26 
Snake-charmer, painting of a, 40 
Socks representation of, 41 
Spear, rcpOJsentaliofi of a> 3 J 
>r^:iili, miracle of, 34-^ 

Stclioiikifie, Ivan, ■in the paintings, 

xi-xii 

Stein, Sir Autd, vt, xv, ai.x 


Story of a Serpent King, 38-4.3 
Story of the pigeon, 4-7 
Story of the serpent, 13— 14 
Straps, representations of, 37 
Strings of peark, rtpreseiitatioiis of, 

5,8, t i, ‘ 3 » *S>*? 

StT7.ygnw--.kt, Pn>f, xvii 
Sumand, painting of, 30,41 
iurm/iy eyc-p>wder, *9 
Swonte, reprwentaa'oRsof, tq, 30,3*, 
37 , + 0 , 42 , 43 > 4 <>, 50 

Temptation of Buddha, 30-3 
' 1 ‘exti les, ecpn*ntantm of patterns on, 
8 , 9 , 10 , 11 , irt, 15 , 16 , 21 , 36 , 37 , 
39 , 41 , 46,49 

TIhoml'S piinrings nf, ?, 15, 24, ^ 6 , 

4 ^ 47 . . 

I h u mb- ring, repre*e u tat icn i.J ,1, 10 
Tiaras, Tcpresentatitnis wf, to^J, 36 
T&s Sojri, *Tii 

Trays, representations of, g, M, 13, 
15 , 20 , 24 , 36 , 3 *K 42 , 4 ^» 4 "» +®t 
50 

Tumbler, metal, representation ot a, 

4S 

Tin-Irnang; banners from, xviii; 

jMllUtngS ffttfll, xv, xix 
Tunic, rcpiwnixtiou of a, 50 

Ug^icna, R 3 _j 3 , painting of. 40 
Lrmhreli*, represenraiion of an, 25 

Vajrapani fr}, painting of, 35-7 
Viiwv, E, L., ojlnur-photogtaphs of 
tilt paintings, 67 , vt 
V'ttsek reprtJenlaBoiBof, 11, 17, 35, 

45* 47 

Waist-strip, representation of a, 17 
WcapuJts, represenations uf: bow and 
irnjws, 33; dagger, 40; goad, 4 1 ; 
poniard, 30* shields, 19, 501 spear, 
31; 4worths, 19, 3^* 3 l »3/' 4 ®i 4 ®, 
43,4*. 5° 

Witch, paiming of a, 3t> 

Wristlets, kproeinarinnsaf, 5 , 15 

W11 Tuo-tziij xv iii 

Ttgttf paintings of, 6 - 7 , 7 ».* 


yflAJ, cost, 46,47,50 
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